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The Serbian Society for Aesthetics of Architecture and Visual Arts Zas 
established Zith the intentions of forming, develoSment and imSlementation 
of interdisciSlinary and trans-disciSlinary scientific�theoretical researches 
of architecture and visual arts in the national culture, and also at the 
international, global and cosmoSolitan level. In Srogram sense ³aesthetics´ 
in aesthetics of architecture and aesthetics of visual arts syntagms is 
Sostulated as general and oSen theoretical inter- and trans- disciSlinary 
theoretical Sractice. In contemSorary hybrid aesthetic studies frameZorks 
there emerge the critiTue debates of architecture, art, culture, media, 
society, Soetics, theory, ShilosoShy and aesthetics of architecture and 
visual arts. NoZadays aesthetics is redefined and re-contextuali]ed from 
the ShilosoShical science or ShilosoShical aesthetics on sensorial cognition 
and consideration of the natural and human Zorld into theoretical Sractice 
of analysis, criticism, deconstruction, interSretation and debate of comSlex 
disciSlinary, cultural, architectural and art aSSaratuses and discourses. 
7he SrosSective of contemSorary aesthetics are not single gender ones but 
belong to comSletely different scientific�theoretical Slatforms the starting 
Soints of Zhich could be in ShilosoShy, the humanities, cultural studies 
and media studies, namely in the Sractices and theories of architecture 
and art. :hen today one sSeaks about aesthetics of architecture and visual 
arts it concerns the ³aSSlied´ theories. I.e. the aSSlied aesthetics, aSSlied 
ShilosoShy, critic theory and hybrid theori]ing.

7he Zork of The Serbian Society for Aesthetics of Architecture and Visual 
Arts is for the first time Sresented to Sublic by the thematic block SreSared 
f or SAJ.

7he thematic block is the construct of the virtual conference Zithin the 
context of Zhich it is debated about the issues of contemSorary aesthetics 
of architecture, visual arts and the humanities. 7he obMective of the textual 
debates in SAJ theme is Sroblemi]ing characteristic issue of contemSorary 
architecture, contemSoraneity, ShilosoShy of architecture and art, ShilosoShy 
of sSorts and critiTue art theory. 7he authors of the scientific debates come 
from diverse cultural contexts of contemSorary global and transitional 
Zorld: from Serbia (0ako, Dedić, âuvaković), Slovenia ((rMavec, .reft), 
*ermany (Steiner) and Armenia�/ebanon (+arutyunyan). 7he authors of the 
texts sSeak for the issues of aesthetics of architecture (0ako), ShilosoShy 
of architecture (âuvaković), ShilosoShy of sSorts and architecture (.reft), 
aesthetics and ShilosoShy of contemSorary art ((rMavec), critiTue theori]ing 
of sSace (Steiner), theori]ing of interdisciSlinary art studies and media 
studies (Dedić) and theory of contemSorary art�architecture through the 
notion ³Site-:riting´(+arutyunyan). In other terms, inter�transcultural and 
inert�transtheoretical aSSroaches have been offered as Srogram Slatform 
for the future Society Zork.
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AESTHETICS IN ARCHITECTURE: 
CONTEMPORARY RESEARCH ISSUES

A B S T R A C T

7he aim of this article is to Srovide an overvieZ regarding 
research into aesthetic issues concerning architecture, urban 
design, and environment in general. For this SurSose, the 
article focuses on the Seriod of the last tZelve years, as a 
Seriod of intensive research into the named issues using neZ 
ShilosoShical Sositions and values of interculturality. It seems 
that in that Seriod research in aesthetics of architecture shifted 
into comSlex interdisciSlinary fields develoSing neZ theoretical 
ideas enriching at the same time Srocesses of creative Sractice.

University of Belgrade - Faculty of Architecture 

original scientific article 

approval date 14 05 2012 
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ContemSorary ideas on issues regarding asSects and SrinciSles of aesthetic 
thinking in�on architecture are mainly develoSing according to the theoretical, 
ShilosoShical, and inter�cultural vieZs of the last feZ decades of the tZentieth 
century. 7he more interesting Soint is that these vieZs liberated scholars 
from thinking on aesthetics in architecture based on the strict nominal 
values regarding SrinciSles of ³gestalt´ theory. Once being the Srimal field 
of investigation Zhat creates the absolute universal conceSt of beauty in 
architecture, as the research in SroSer SroSortions, or in the theory of form 
in general and Sarticularly suitable for various functions, or Zhat makes the 
artistic conceSt forming a city, vanished. (ven the issues regarding emSathy 
and other conceSts of creativity and aesthetic evaluation of this kind develoSed 
in the first half of the tZentieth century, do not hold strongly in neZ discussions 
on architecture and our built environment.     

7his Sosition shifted the interest of researchers and scholars into the field of 
exSerimentation and theoretical sSeculation, incorSorating into discussion 
on architecture and urban design broader issues from a variety of different 
disciSlines. A number of neZ notions regarding the asSects of creativity, 
SerceStion, and evaluation of architectural and urban design and their social 
and cultural role emerged. 7he close collaboration betZeen ShilosoShers and 
architects in the last Tuarter of the tZentieth century oSened that Sossibility, 
and redefined many asSects and SrinciSles on Zhich the disciSline of building 
has been based. 7his Servasion of ShilosoShy, architecture, and urban design 
brought uS ideas and notions Zhich the international modernism band from 
the theoretical exSloration and Sractice. 0any ideas and aSSroaches to the 
essence of man¶s SerceStion of architecture as a comSlex environment, 
Zhich have been develoSed by the avant-garde movements on the beginning 
of the tZentieth century came back into the focus of the scholars and 
architects. :e can say that dynamic of contemSorary life turned back into 
the creativity of architects and urban designers, hoZever sometimes in a 
Zay Zhich challenge the essence of our Srevious understanding Zhat these 
fields of human activity are. 

7his dynamic vision and Sractice of architecture and urban develoSment 
generated neZ ideas and notions Zhat the aesthetics linked to them can be. 
:hen Derrida and Baudrillard, for examSle, Said their attention on architecture 
and urban environment as a cultural Shenomenon of the time, the definition 
of aesthetic asSects regarding their contemSorary value shifted into the neZ 
sSeculative field. No more form defined by functional dictate, but anticiSated 
dynamic activity of the user-SarticiSant� no more SerceStual solidity of form 
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and cultural meaning, but the notion of aesthetics of disaSSearance and 
Àuid SerceStual Tualities. 7hat brought old issues into neZ focus, and the 
redefinition of aesthetic values in architecture and urban environment took 
over. From the µSerfectly¶ formed obMect, architecture become interSreted 
as a cultural Serformance Zith various functions and meanings� from the 
artistically formed Zhole, urban structure become a dynamic environment 
mirroring contemSorary cultural, technological, and commercial activities. 
NeZ aesthetic terms and vocabulary has been established, becoming a driving 
force of research in neZ Shenomenon and understanding Zhat the SerceStion 
and exSerience of sSace and form, sSace and human body, neZ structuralism 
and disaSSearance of form can be.  

DeveloSed mainly on international aesthetic conferences, Ze can emShasi]e a 
feZ general toSics regarding ideas on architecture and urban design. +oZever, 
main aSSroach to the investigation of issues in Tuestion is Sositioned according 
to the ideas of inter�multi�trans cultural existence and develoSment of aesthetic 
Shenomenon in architecture and urban design in the contemSorary Zorld. 7he 
general intellectual atmosShere in Zhich the debates are holding is created 
in regard to the conscious idea that one should learn from different cultural 
exSeriences. Need for comSarison of aesthetic ideas emerging from various 
cultural interSretations and exSerience values become a SoZerful driving 
force in the research of everyday transformation of contemSorary societies. 
*lobali]ation and regionali]ation are side by side Srocesses inÀuencing 
develoSment of neZ aesthetic visions, values, and exSeriences, and that idea 
has been deeSly rooted into contemSorary research aSSroaches and Srocesses.
In that context, a number of investigations are launched trying to research 
hoZ historical cultural Sarticularities reÀect and inÀuence contemSorary 
understanding of architecture and urban design in their cultural and trans 
cultural comSlexity. (xistence of Sossible universal values, cultural differences 
and similarities in the interSretation of aesthetic Shenomenon and meanings, 
are researched according to the contemSorary Srocesses of social and Solitical 
transformations as a global fact. In that sense, Sarticular value Sroves the 
investigation of SerceStual issues as the basis for every aesthetic exSerience, 
aider as a Sure Shysiological or cultural Tuality. It establishes the basis for a 
comSlex investigation of creativity as an aesthetic issue, Sarticularly in the 
societies in the Srocess of Solitical, ideological, social and cultural transition, 
taking Slace in the last tZenty years. 

7his Srocess raises many issues and ideas trying to reevaluate ones, 
mostly ideologically, leading architectural and urban theories and Sractice. 

136



S A J _ 2012 _ 4 _

Domination of social housing, for examSle, in the general develoSment of 
socialistic societies and their urban environment, is under neZ research scoSe 
trying to establish sustainable cultural and aesthetic values according to the 
contemSorary conditions of Solitical and ideological transition in Zhich the 
maMority of (uroSean states are living today. :itnessing an enormous activity 
and structural transformation of earlier carefully Slanned urban structures, 
the research of this interdisciSlinary Shenomenon seems inevitable. It is 
evident that needs of contemSorary life and economy takes over the earlier 
established idealistic aSSroach to modern urbanism, not only by interSolation 
of neZ buildings into the free sSace of the µgarden city¶, but also changing 
the functional, social, and cultural matrix of huge Sarts of urban structures. 
+oZever, the Tuestions related to the asSects of aesthetic evaluation of this 
Shenomenon, should be based on various neZ exSerience values, not only as 
SerceStual but also as neZ social and cultural Tualities.   

/earning from the Sast becomes a Sarticularly imSortant issue, esSecially 
Zhen regarding the inter�multi�trans cultural Sosition of architecture and 
urban environment. 7he goal of researching traditional urban matrix and 
architectural structures is not any more Must to reach knoZledge imSortant for 
the Sreservation of that cultural heritage. It is noZ the research into issues of 
sustainability, cultural and ecological, formed by the long lasting exSerience 
of SeoSle living under Sarticular historical and natural conditions, mainly 
lost in the era off international modernism. 7ransition of that exSerience 
into contemSorary society Sroves as a very imSortant one, reÀecting on neZ 
modes of self sufficient build environment. +oZever, these investigations are 
oSening neZ reÀections on aesthetic issues, Zhich become a driving force in 
develoSment of contemSorary ideas on architecture and urban environment.   

One of the Srocesses challenging conventional aesthetic values regarding 
architecture is related to the change of existing functions of buildings. 
It seems that in this field Sractice surSass the theoretical discussion and 
research into aesthetic SrinciSles of this Srocess. +oZever, the comSlexity 
of the issue, Sarticularly if related to the asSects of cultural and technological 
sustainability, is an argument for deeSer research into all social and aesthetic 
conseTuences of this Shenomenon. 7his issue is Sarticularly urgent Zhen 
talking about the industrial building heritage and its technological facilities. 
(sSecially in the countries under Solitical, economical, and social transition, 
this kind of heritage disaSSears fast. Being not substantially researched, the 
cultural significance and aesthetic Sotential of this building Sractice is not 
recogni]ed, causing its degradation or demolition. Research into this issue 
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can also bring uS neZ methodologies and aSSroaches, aider in Sractice or 
education, Zhich seems to be a substantially imSortant field for contemSorary 
architectural theory and aesthetics.

ContemSorary aesthetics enters the field of creativity and eSistemology in the 
search for the nature of aesthetic intention, as the foundation of every aesthetic 
activity. ComSlexity of this issue raises many Tuestions regarding mainly the 
Srocesses in forming conceSts, leading to the final architectural and urban 
design aSSearance as a materiali]ed cultural Shenomenon. In that context, 
investigation in the field regarding the relationshiS betZeen architectural 
creativity and education seems to be of interest, rising uS Tuestions looking on 
the Srocess of conceStuali]ing ideas in a broader cultural context. 7he issues 
of interdisciSlinary aSSroach to the architectural education, the inÀuence 
of other arts and design fields, of theories and fundamental SerceStual and 
functional Tualities, are recogni]ed as the main factors in the Srocess of 
defining the aesthetic intention, creative asSects, and conceSts of design. 7hey 
are at the same time tools for establishing the asSects of aesthetic evaluation, 
as the final steS in the creative Srocess. AZareness of such a structure of a 
creative Srocess, can lead toZards educational Srograms develoSing comSlex 
thinking and individual creative SoZer, able to reÀect on contemSorary 
dynamic cultural environment. 

Close to these issues, research into the relationshiS betZeen architecture and 
consumerism and commercialism finds its imSortant Slace. Not only that the 
research takes into the contemSorary significance of these issues as an imSortant 
Sart in the Srocess of designing, but also as a manifestation of Sarticular 
cultural value. It seems that consumerism and commercialism develoSed as a 
SoZer controlling in some Zay the formation of aesthetic taste, resSond, and 
needs of a maMority in contemSorary societies, becoming a strong force in the 
Srocess of globali]ation. 7hese issues are related to Sarticular significance of 
contemSorary media trough Zhich ideas in architecture, art, and design are 
Sresented to the Sublic, Zhich brings them into the dynamic focus of the global 
information society. Does this Srocess establish an global matrix of universal 
aesthetic values, or does it lead toZards controlled everyday changeability of 
taste is still an oSen issue.

Only further research and discussion regarding the nature of aesthetic taste and 
hoZ it forms in contemSorary environment, can ansZer on Tuestions related 
to the essence of creativity and its link to consumerism and commercialism. 
Can they helS in generating values of high art or are they condemned to 
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be identified as develoSers of mass Sroduced kitsch in our everyday urban 
environment, are Tuestions Zaiting for discussion. (ntering also the field of 
ethics and its essential role in the develoSment of aesthetic ideas, this issue 
Sroves to be a highly comSlex one. 7hat Zay it also contributes to the research 
efforts regarding general environmental issues.

Research undertaken in the last decade, Sroves the imSortance of the 
environmental aesthetic issues. 7his field of interest is extremely comSlex, 
and it integrates different sub fields ranging from the issues regarding natural 
environment, through the research in ecology and its relationshiS Zith aesthetics, 
to urban and cultural environmental ideas. It also involves ideas relating neZ 
technologies and sustainability in architecture and urban environment, aider on 
the global level and regarding cultural and climate Sarticularities. RelationshiS 
betZeen these issues and aesthetical and ethical conceSts seems to be Srimal 
research field, looking on aesthetics as a neZ SoZer generating ideas Zhich can 
bring sustainable urban develoSment into function. Aesthetics in this context 
can be thought as a main comSonent in the search for sustainable solutions 
because through it one can establish balance betZeen technologies as Sroducts 
of human industrial caSacities, ecology as a necessary comSonent if the 
humanity Zishes to survive, and cultural environment, global and Sarticular, 
as the generator of future develoSments of ideas.

7his general context of investigation deals Zith a number of Tuestions 
related to the issues discussing relationshiS betZeen city and nature trough 
their comSlex sSatial, ecological, and cultural Servasions. 7he enormous 
develoSment of cities creating urban environment Zith various, sometimes 
comSletely different conceSts for each Sart of the same urban Zhole regarding 
their functional and historical Sarticularities, brings uS neZ issues and Zays of 
interSretation of the essence of architecture, urban design, and nature. It also 
develoSs our understanding Zhat the aesthetic can be Zhen included into the 
Srocess of a dynamic environmental develoSment.

In this context, all asSects of contemSorary commercialism, advertising 
and branding, find its Slace in our neZ exSerience of the city as a centre of 
economical SoZer. +oZever, it is not only the issue of relationshiS betZeen 
architecture and neZ forms of Sublic street advertising, often aggressive, 
Zhich is in the focus of research into the SerceStual Shenomenon of merchant 
leading cities. 7here are different cultural issues and meanings regarding the 
multi�inter�trans cultural nature of contemSorary megaloSolis. 7he cultural 
exchange, Sarticularly on the level of ordinary visitors to these cities, brings uS 
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extremely imSortant issues, hoZ and in Zhat Zay Ze Serceive and aesthetically 
reacting on cultural differences on a large urban scale.

NeZ methodologies are established researching the Sossibility of urban 
regeneration through direct involvement of art as a form of Sublic Serformance. 
It brings back the essential meaning of Sublic sSaces as Slaces Zhere the Solitical, 
cultural, and social Serformance occur, Sarticularly in and after renaissance time. 
ImSortance of these aSSroaches raises from the fact that Sublic art Serformance 
as a social and cultural Shenomenon generates neZ aesthetic values Zithin 
everyday urban environment. Further research in this field Zill oSen discussion 
of its limits and Sossibilities in the Srocess of urban develoSment.

Indicated research issues are Sroving the imSortance of aesthetic ideas regarding 
architecture and urban environment in their further develoSment. Research 
of aesthetic ideas, Zhich are essentially related to the cultural existence of 
men, oSens the Sossibility for revalori]ation of theoretical Sositions on issues 
regarding essential Srocesses of architectural creativity, SerceStion of our 
contemSorary built environment, and their further develoSment.
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ART AND AESTHETICS: 
THREE RECENT PERSPECTIVES

A B S T R A C T

7he author sketches the develoSment of the relationshiS 
betZeen art and aesthetics in the recent Sast. As his starting 
Soint, he takes the Sosition that artists established in the 
sixties in relation to ShilosoShical aesthetics. In his vieZ 1980 
reSresented a historical threshold as concerns transformations 
both in art and its ShilosoShy. +e then discusses three theories of 
art and aesthetics ± Nicolas Bourriaud¶s ³relational aesthetics´ 
from the nineties, JacTues Ranciqre¶s aesthetic SroMect from the 
folloZing decade, and the very recent ³theory of contemSorary 
art´ develoSed by 7erry Smith. In author¶s oSinion, these three 
aesthetic or art theories not only disSrove the Servasive oSinion 
that contemSorary aesthetics understood as ShilosoShy of art is 
once more seSarated from contemSorary art and the art Zorld, 
but also manifest their factual imSort and imSact in contemSorary 
discussions on art.
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1.

In a statement made famous, Barnett NeZman exclaimed that ³aesthetics is to 
the artist as ornithology is to the birds.´ Since its enunciation around 1952 this 
claim has been reiterated on innumerable occasions. Its original addressee Zas 
Susan /anger and its intent Zas to denigrate attemSts to introduce semiotics 
and linguistics into art criticism and aesthetics. It Zas often also interSreted as 
criticism of the beautiful on the Sart of NeZman and his embracement of the 
sublime, although it Zas most freTuently taken as a criticism of aesthetics as 
such. Nonetheless, such a situation Zas more tySical of the United States or the 
United .ingdom and their ³ShilosoShical emSire´ (Richard Shusterman) than 
of continental ShilosoShy, aesthetics included. In recent decades the Anglo-
American ³emSire´ also underZent a change not yet discernible in NeZman¶s 
statement: today ³Solitical, moral, and ethical Mudgments have come to fill the 
vacuum of aesthetic Mudgment in a Zay that Zas unthinkable forty years ago.´1

:hat haSSened in forty years" 0ay Ze claim that artists no longer see aesthetics 
as something irrelevant, as NeZman Srobably did" 7he ansZer is affirmative. 
Arthur C. Danto recalls that after 19�4 ShilosoShical books of the ³austere 
and technical order´ began ³to be SreemSted by the artZorld and made its 
oZn, it Zas as though some deeS transformation in artistic consciousness had 
taken Slace. A Zholly different relationshiS betZeen ShilosoShy and art « 
noZ seemed to exist. It Zas almost as if ShilosoShy Zere somehoZ noZ Sart 
of the artZorld, « Zhereas in 19�4 ShilosoShy stood outside that Zorld and 
addressed it from across an alienating distance.´2

In sSite of aesthetics and related theories finding ± as Danto Zitnesses ± a 
resSonse and aSSreciation in art, this relationshiS remains uncertain: in the 
last three decades, i.e. since the cultural exSlosion of the late seventies and 
early eighties, Zhen Sostmodern artistic Sractices and theories reigned, most 
aesthetic theories have once again left the Sath along Zhich they had Zalked 
together Zith art. In the last tZo decades ShilosoShy of art has aSSarently 
gone its oZn Zay, leaving contemSorary artistic Sractices to rely on sSoradic 
instances of art criticism or on rare ShilosoShical theories that attemSted to 
selectively grasS contemSorary artistic Shenomena. 7his had much to do 
Zith the current situation in art, bringing to mind the mentioned observation 
that ³Solitical, moral and ethical Mudgments have come to fill the vacuum of 
aesthetic Mudgment,´ for has not the Sredominant recent and contemSorary art 
really become Solitically, morally and ethically involved, freTuently focusing 
on toSics related to social, ethnic, Solitical and other issues Zhich make it 
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aSSear to be Solitical and Solitici]ed ± not in the sense of the tZentieth-century 
master narratives but in the meaning of 0ichel Foucault¶s ³microShysics 
of SoZer"´ In other Zords, is it not true that art of today still strives, very 
much in the tradition of modernism, romanticism and the avant-gardes, to 
be Srovocative, critical, Sartisan, subversive and ³involved"´ It aSSarently 
continues to retain its obMectives from modernity, even if most often Zithout 
eTuivalent theoretical suSSort.

7o ascertain hoZ the story ± one of the Sossible stories ± of some artistic, 
aesthetic and ShilosoShical Sositions unfolded in the last tZo decades, I shall 
sketch some of the common Sreliminary circumstances and then some theories 
that detected and articulated them. I thus intend to revisit three theories Zhich 
have inÀuenced ± and are still inÀuencing ± not only global vieZs and oSinions 
about contemSorary aesthetics, but eTually or more intensely vieZs about art 
and culture, reali]ing this not in the sense of determining Zhat is good or bad 
art, but Zhat is to be considered art as such.

In the Sast four decades the big shifts from modernism and modernity to the 
Sresent contemSoraneity occurred. 7oday a term missing on this Sath from 
modernity to contemSoraneity seems to be Sostmodernism. Nonetheless, in 
sSite of freTuent criticism, it should not be forgotten that Sostmodernism 
emerged as the great liberator from the suffocating modern totali]ations and 
high modernism. In the Zords of :olfgang :elsch from 1988, ³Postmodernity 
is traversed by the knoZledge that totality cannot come Zithout establishing as 
the absolute a certain Sarticularity, Zhich is then related to the destruction of 
other Sarticularities.´3 

Postmodernism in (uroSe emerged as a theoretical and Sractical novelty in the 
seventies. After a feZ years it Zas reSlaced by cautious and reluctant admissions 
of the factual emergence of the Sostmodern neZcomer, comSlemented 
by celebratory Sraise for Sostmodernism as a neZ and liberating cultural 
Saradigm. A critical attitude toZards it nonetheless remained strong. 7he main 
claim against it Zas the incomSleteness and therefore the still actual relevance 
of the SroMect of modernity. 7his attitude Zas also Zitnessed by alternative or 
comSlementary reÀective articulations ± some still being Zith us ± such as 
³Sarallel modernities,´ ³second modernity,´ or, as in the case of China, that of 
³moderni]ation.´

Such cultural issues have been connected to Solitical issues in the sense that 
they Zere related to the end of ideologies, the clash of civili]ations, the end 
of 0arxism as the main master narrative of the Srevious century, the related 
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fall of revolutionary socialism and its industrialist ideological suSSorts, the 
surSrise at discovering limits to the neoliberal Solitical and economic agenda, 
as Zell as the lack of viable Solitical SroMects and ideas caSable of reSlacing it 
or at least offering a sustainable alternative to it: is this to be a revival of the 
relevance of 0arxism, communism and of the class struggle as recently argued 
by Alain Badiou and SlavoM äiåek, or sSontaneous outbursts of social revolts 
of the multitude as conceStuali]ed by 0ichael +ardt and Antonio Negri and 
discussed by Paolo Virno, or something as yet unthought" And Zhere does art 
stand in this"

+oZ can Ze determine the cultural delineations of the last four decades 
and esSecially those related to aesthetics" A starting Soint can be the rise of 
Sostmodern ideas and Sostmodernism. 7he fascination Zith Sostmodernism 
and its incessant attemSts at establishing its identity by demarcating itself from 
modernity SerhaSs revealed as much about modernity as about Sostmodernism. 
From the contemSorary SersSective it Zould aSSear that Sostmodernism Zas 
essentially a transient Shenomenon, but at the same time one that reSresented a 
cultural marker of a deeSer historical shift: from industrial society and national 
cultures and economies to the Sost-industrial and information society and, of 
course, to multinational caSital and globalism.

In the early eighties one of the central theoretical issues Zas the Tuestion of the 
existence and nature of Sostmodernism as the most recent cultural dominant. 
7he as yet undecided resSonse to this Tuery has almost Srohibited a similar 
Tuestioning in our current historical situation. In order to establish Zhat some of 
the Sossible ansZers to this Tuestion may be, I Zill brieÀy discuss three theories 
that have caStured the attention of audiences that may be broader or different 
from one of aestheticians. I Zill thus be discussing ³relational aesthetics´ as 
develoSed by Nicolas Bourriaud in the nineties, JacTues Ranciqre¶s aesthetics 
from the Sast decade and 7erry Smith¶s theory of contemSorary art develoSed 
mainly in the last feZ years.

7Zo of these authors, Bourriaud and Ranciqre, exSlicitly regard their theories 
as aesthetic ones. 7hat of the former is an endeavor undertaken by a curator, 
editor and art critic, Zhile JacTues Ranciqre is a ShilosoSher. 7he third author, 
7erry Smith, is a historian of art and architecture (and knoZn in the Sast mostly 
for his book Making the Modern, 1993). :hile hardly mentioning aesthetics, 
he nonetheless exSlicitly or imSlicitly discusses issues of essential relevance 
to contemSorary ShilosoShy and theory of art. It is Zorth noting that Smith 
emSloys an abundance of artistic examSles to establish and Sersuasively 
suSSort his vieZs.
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In all three cases the theories offered are mainly devoted to visual art, taking 
such kind of art as a Srivileged artistic domain. Only Ranciqre is to some extent 
an exceStion, for he also uses literature as an imSortant Soint of reference. 
All three authors take into consideration contemSorary or recent art, thereby 
offering their theories as theories that are to inÀuence the ShilosoShical and 
the theoretical communities as Zell as various art Zorlds. 7he authors of the 
three theories also discuss contemSorary global art. For them there no longer 
exists a recogni]able border betZeen the art of the First, the Second and the 
7hird :orlds� instead they see contemSorary artists and art as Srogressively 
becoming inextricably linked and combined, making the demarcation betZeen 
various Sarts of the globe imSossible or irrelevant.

2.

If Ze say that a historical Seriod Zhich marks a transformation in relation 
to the Sast and to the future is a time of Srofound change, then the Seriod 
in art and culture around 1980 Zas such a time. Its cultural dominant, 
Sostmodernism, Zas the last cultural Saradigm that Zas essentially created and 
almost exclusively theori]ed Zithin the (uroSean and American context.

Postmodernism, as a conceSt and emSirical fact, emerged in the realm of 
architecture, by this very fact Zitnessing to a cultural stance irreverent 
as regards the Srevious dominant literary artistic and cultural Saradigm. In 
1977 British architect and critic Charles Jencks Sublished a book entitled The 
Language of Post-Modern Architecture. 7he term ³Sostmodern´ immediately 
became a cultural catchZord, for it conceStually crystalli]ed in a single Zord 
a multitude of similar although unrelated cultural and social Shenomena. As 
Jencks exSlained in a later edition of this book, ³:hen I first Zrote this book in 
1975 and 197� the Zord and conceSt of Post-0odernism had only been used, 
Zith any freTuency, in literary criticism. 0ost Serturbing, as I later realised, 
it had been used to mean µUltra-0odern¶, referring to the extremist novels of 
:illiam Burroughs and a ShilosoShy of nihilism and anti-convention. :hile 
I Zas aZare of these Zritings, of Ihab +assan and others, I used the term to 
mean the oSSosite of all this: the end of avant-garde extremism, the Sartial 
return to tradition and the central role of communicating Zith the Sublic ± and 
architecture is the Sublic art.´4

7he role of architecture as the birthSlace of Sostmodernism Zas highlighted 
also in ShilosoShy and cultural theory. 7hus J�rgen +abermas begins his 
Srogrammatic lecture�essay on ³0odernity ± An IncomSlete ProMect´ from 
1980 by stating: ³In 1980, architects Zere admitted to the Biennial in Venice, 
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folloZing Sainters and filmmakers. 7he note sounded at this first Architecture 
Biennial Zas one of disaSSointment. I Zould describe it by saying that those 
that exhibited in Venice formed an avant-garde of reversed fronts. . . . A critic 
advanced a thesis Zhose significance reaches beyond this Sarticular event� 
it is a diagnosis of our times: µPostmodernity definitely Sresents itself as 
Antimodernity¶. 5́

<et another analysis of Sostmodern architecture Zas offered by Fredric 
Jameson, Zho claimed that ³architecture . . . remains the Srivileged aesthetic 
language.´� Jameson also sSoke of a ³Sostmodern sSace´, relating it to the 
notion of the sublime in the sense that it defers a cognitive maSSing.

In many Zays architecture ± often in the sense of ³corSorate Sostmodernism´ 
± Zas the initial Saradigm of Sostmodernism: it Zas, as Jencks acutely noticed, 
the Sublic art, meaning that it Zas focused on the Sublic and the users (and 
therefore the market)� it Zas averse to avant-garde exSerimentation, it alloZed 
or even cherished ornaments and embellishments, it furthermore demolished 
the barrier betZeen the inside and the outside and Sromoted the aesthetici]ation 
of our lived environment, Zhich Zent hand in hand Zith the embellishment of 
the obMects of our Tuotidian life and the aesthetici]ation of the human body.

In this sense, Sostmodernism reSresented much of Zhat Zas considered 
negative Zhen vieZed from Zithin the tradition of critical theory and avant-
gardes. :hile this vieZ could be correct Zhen regarded from a :estern 
(uroSean or American vieZSoint, it became Tuestionable Zhen regarded 
from 7hird or Second :orld SersSectives: in Cuba, for examSle, the term 
Sostmodernism Zas avoided because of its associations Zith the U.S. 
In China it Zas understood in the sense of ³modern´, Zhile in the former 
(uroSean socialist countries its irreverent treatment of ruling ideas (cultural or 
Solitical), its fondness for eclecticism and its ³anything goes´ aSSroach made 
it a liberating social and cultural theory. Postmodernism Zas furthermore 
Zelcomed in small cultures, Zhich have in the modernist Sast alZays 
Sracticed a cultural Solicy of aSSroSriation and eclecticism. Suddenly their 
former cultural Sractice, Zhich had until then been interSreted as a symStom 
of a lack of originality, of coSying larger cultures and of being late-comers, 
Zas suddenly transformed into a marker of being active SarticiSants in the 
most recent cultural invention and trend.

In the eighties =ygmunt Bauman hySothesi]ed that the essential characteristic 
of Sostmodernism Zas that it reSresented a Soint in history in Zhich the 
Tuestion of the end of modernity could be Sosited and thought for the first 
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time ± and that it Zas this Sossibility Zhich reSresented the actual essence of 
Sostmodernism. In classical modernity, argued Bauman, nothing conceivable 
existed beyond it.7 

Regarded from a contemSorary SersSective, such observation aSSears 
very true: Sostmodernism, Sostmodernity and their theories ± be it those of 
Bauman, Jameson, :elsch, /yotard or others ± aSSear to exist today Srimarily 
as interrelated critiTues of modernity and modernism and not as Sositing of 
alternative theoretical edifices that Zould or could subvert materiali]ations of 
the enormous inventions of modern develoSment. It also aSSears that Zhile 
much of Sostmodern art is eclectic and offers meaning instead of the modernist 
truth, today at the same time it reveals something about its transcendental 
conditions and its historical and existential contexts� somehoZ it reveals truth 
Zhere it seemed there Zas none to be searched for, only a Sure or oSaTue 
surface. Often such truth is related to the Sostmodern acknoZledging instances 
of otherness related to differences in subMectivity.

Postmodernism today resembles modernism and modernity. (ven Fredric 
Jameson, Srobably the most inÀuential Sostmodern author, is today seen  
as a modernist figure and theorist. Is not his recurring triSartite scheme a 
tySical +egelian triadic construction, Zith the Sostmodern cultural dominant 
Sossessing all the modernist Srerogatives and Sostmodernism revealing the 
historical necessity of its ontological blindness as concerns its inner artistic 
nature and its obligatory nature of ³not seeing´ in the sense of not maSSing 
its Slace in its here and noZ" Does not his theory, Must as Sostmodernism 
itself, increasingly resemble a modified and critically transformed discourse 
of modernity"

3.

³Relational aesthetics´ Zas a notion Sresented for the first time in 199� and 
develoSed in Nicolas Bourriaud¶s book of the same title Sublished in French 
in 1998 and in (nglish in 2002. Bourriaud, a French art critic, curator and 
editor, has also authored other books (the more recent Postproduction, for 
examSle). A conceSt related to Bourriaud¶s, but one that never gained similar 
international attention, Zas ³Context .unst´, coined by the Austrian art critic 
and curator Peter :eibel and Sublicly Sresented at an exhibition by the same 
name in *ra], Austria, in 1993.

I should note that in my discussion of Bourriaud¶s ³relational aesthetics´ 
I Zill be relying almost exclusively on the book by this title, for over time 

148



S A J _ 2012 _ 4 _

Bourriaud¶s vieZs changed and sometimes contradicted each other. Referring 
thus to a single Zork of his Zill facilitate our discussion of his basic tenets.

Bourriaud¶s book is consciously a Zork Zhose intention is to theoretically, 
SerhaSs even ShilosoShically, reÀect uSon the art of its time, i.e. the nineties. 
In his vieZ the art of his time is characterised by a Sronounced establishment 
of relations and communication betZeen the artist and the Sublic. As the author 
states in the foreZord to the book, the misunderstandings concerning the art 
of the nineties arose out of the lack of theoretical discourse. In his vieZ, the 
maMority of critics and ShilosoShers Zere averse to tackling contemSorary 
artistic Sractices, Zhich thus mostly remained unreadable.

Bourriaud intended to comSensate for this deficiency and develoS a theory 
Zhich Zould to some extent ShilosoShically grasS and Slausibly exSlain Zhat 
he saZ to be not only a temSorary Shenomenon ± i.e. the art of the nineties, 
Zith ³relational art´ being the sSecificity that emerged in that decade ± but 
an art that in his oSinion Sossessed a more substantial historical significance. 
+e claimed that today history ³seems to have taken a neZ turn. After the 
area of relations betZeen +umanity and deity, and then betZeen +umankind 
and the obMect, artistic Sractice is noZ focused on the sShere of inter-human 
relations, as illustrated by artistic activities that have been in Srogress since 
the early 1990s.´8

Bourriaud thus Sroclaimed the art of the nineties to be the essential instance 
and materiali]ation of relational art and thus also the Srivileged obMect of 
relational aesthetics, in this resSect somehoZ reSeating +egel¶s thesis about the 
develoSment of the self-consciousness of the mind but ± similarly to Ranciqre¶s 
notion of the ³aesthetic regime of art´ ± not Sositing a historical closure to its 
develoSment. Bourriaud claimed that relationality Zas a universal feature of 
art, one that Zas oSened uS in art by the Italian renaissance, only that in that 
case art Zas not yet creating intersubMective relationshiSs but those betZeen 
art and the obMects it deSicted. By his triSartite historical scheme Bourriaud 
folloZed in the footsteSs of other recent French theorists, such as Rpgis Debray 
(Vie et mort de l’image, 1991), and JacTues Ranciqre, Zho divided history 
into similarly conceived regimes, even if in Ranciqre the historical divisions 
betZeen them Zere blurred. Ranciqre thus referred to the ³ethical regime of 
images´, the ³reSresentative regime of art´, and the ³aesthetic regime of art´ 
that did not necessarily folloZ each other but could temSorally overlaS.

Bourriaud¶s ³relational aesthetics´ and his notion of ³relational art´ have 
been subMected to innumerable revieZs and criticisms, and also served as 

149

A
le

ã (
rMa

ve
c 

B 
Ar

t 
an

d 
Ae

st
he

ti
cs

: 
Th

re
e 

Re
ce

nt
 P

er
sp

ec
ti

ve
s



S A J _ 2012 _ 4 _

the basis for other critical discourses. In sSite of many obvious fallacies and 
contradictions inherent to his book, the latter not only generated interest 
among theorists, but Zas also Zell received by artists, curators, critics and 
the so-called ³art Zorld´ in general. It Zas the 2002 (nglish Sublication of 
Relational Aesthetics that Sut the book on the global art maS and turned it into 
an imSortant Soint of reference for those Zith an interest not only in the most 
recent fine arts and neZ technologies (Zhich Zere Bourriaud¶s main Soints of 
reference), but also those involved Zith Serformance art and even theater. 7he 
success of Bourriaud¶s book also confirmed his observation about the lack of 
theoretical discourse on the art of the nineties ± a Seriod Zhen creative art 
Zas emerging not only from :estern (uroSe and the United States, but also 
from the former Soviet bloc countries, Zith the latter being subMected to more 
develoSed theoretical reÀection. 7he lack of critical theoretical resSonse to 
the art of the nineties SerhaSs had something to do also Zith the still vibrant 
Sostmodern ideas and the thesis that the art of that time Zas only a chain of 
meaningless signifiers, not alloZing for a cognitive maSSing that could eTual 
that of the class consciousness as theori]ed by *yĘrgy /ukics, artistically 
making itself visible in its co-temSoral modernist manifestations. On the one 
hand, Zestern artists Zere confronted Zith the Solitici]ed art coming from the 
former or Sresent socialist countries, and on the other Zith the critical art of the 
neo-avant-garde tradition and its forms of resistance. Curators, furthermore, 
became the crucial artistic figures of the nineties, turning themselves into roles 
Sreviously reserved for film or theatre directors and setting uS their almost 
Srivate exhibitions, establishing in this Zay the Sronounced dominance of the 
curator Zho reSlaced the Srevious Sersona of the modernist art critic. Since 
the curator became the Sivotal figure of the art Zorld, it Zas not unexSected 
that he also attemSted to articulate the theoretical Sositions Zhich Zere to 
create, reÀect uSon and suSSort the SrinciSles of his curatorial Sractices. 
Nicolas Bourriaud did Must that and this fact became one of the sources of the 
imSact his book made and continues to make in the Zorld, be it the Zorld of 
art or of academia.

In his book The Century (2005) Alain Badiou Soints out that the Sredominant 
Sart of the modernist art of the tZentieth century did not aSSear in the form of 
a material Zork but in the form of an act, as some kind of Serformance. Boris 
*roys similarly claims ± but in relation to contemSorary art ± that installation 
art and Serformance art are the authentic and the dominant art forms of our 
contemSoraneity.9 In this resSect Bourriaud conforms to this vieZ and confirms 
such observation.

150



S A J _ 2012 _ 4 _

Bourriaud has advocated Serformativity, social contexts, transitivity 
and dialogue over the limitations of traditional modernist values such as 
individualism and obMecthood. Bourriaud finds emSirical suSSort for relational 
aesthetics in the art of the nineties, and theoretical suSSort esSecially in Fplix 
*uattari¶s ShilosoShy. According to *uattari, it is illusory to aim at a steS-
by-steS transformation of society. 7he only realistic oStions are microscoSic 
attemSts of the community and neighborhood committee tySe, such as the 
organi]ation of day-nurseries in the faculty and the like, Zhich Slay in his 
oSinion an absolutely critical role.

If in any, then Ze are Zith Bourriaud in the inverted cosmos of 0ichel 
Foucault¶s microShysics of SoZer, a cosmos in Zhich ± to use examSles from 
Bourriaud ± the artist Rirkit 7iravaniMa SreSares a meal and invites visitors 
to share it Zith them, or ³Zhen *abriel Oro]co Suts an orange on the stalls 
of a deserted Bra]ilian market, « or slings a hammock in the 0o0a garden 
in NeZ <ork.´10 According to Bourriaud, Zith such gestures the artist acts 
in the small sSace of everyday life that is determined by the suSerstructure, 
Zith this one consisting of and being determined by the ³large´ exchanges. In 
other Zords, Zhat Bourriaud is Sromoting is an art that does not strive to be a 
Sart of modern utoSias or that Zould Zant to resist current social antinomies 
(and therefore continue the avant-garde tradition of modernism), but one that 
is content to create ³microtoSias´. In Ranciqre¶s Zords, in Bourriaud ³art no 
longer tries to resSond to an excess of commodities and signs but rather to a 
lack of bonds. As >Bourriaud@ Suts it: µ7hrough little services rendered, the 
artists fill in the cracks in the social bond¶.´11

A related criticism is aimed at Bourriaud by Claire BishoS. In her vieZ ± Zhich 
is less Solitical than Ranciqre¶s and that I find to be among the most relevant 
and Sertinent ± the main Sroblem Zith Bourriaud¶s theory and the artistic 
examSles he chooses is that he Sromotes art that reTuires ³a unified subMect as 
a SrereTuisite for community-as-togetherness´, instead of basing relationality 
on (or also on) the art of the same Seriod that Srovides exSeriences ³more 
adeTuate to the divided and incomSlete subMect of today.´12

Bourriaud¶s Zork shoZs that in sSite of being freTuently contradictory ± as 
Zhen he embraces modernity and the criticality of various modes of modernist 
art, Zhile at the same time oSting for cosy and intimate non-conÀictual 
community-building and sharing exSeriences as art ± Sersonal choice, even 
if one-sided, has enormous effects in society and in art. In sSite of its Zeak 
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Soints, Bourriaud¶s relational aesthetics had a strong imSact on contemSorary 
art criticism. Bourriaud Mustly Sointed out that one of the essential features 
of art ± any art ± is and remains the establishment of communication and 
interSersonal exchange.

4.

In the Sreface to The Order of Things 0ichel Foucault raises an issue on 
Zhich this Zork of his is based: ³BetZeen the already µencoded¶ eye and 
reÀexive knoZledge there is a middle region Zhich liberates order itself . . .. 
In every culture, betZeen the use of Zhat one might call the ordering codes 
and reÀections uSon order itself, there is the Sure exSerience of order and of 
its modes of being.´13

7his Sassage from Foucault can helS us shed light on a large segment of 
JacTues Ranciqre¶s ShilosoShical and aesthetic SroMect Zhich started in recent 
years to have a visible global imSact not only among ShilosoShers but also 
among contemSorary artists and art critics.

As Ranciqre exSlains in a 2002 intervieZ, ³something of Foucault¶s 
archaeological SroMect ± the Zill to think the conditions of Sossibility of such and 
such a form of statement or such and such an obMect¶s constitution ± has stuck 
Zith me.´14 :hat is relevant for Ranciqre in Foucault and Zhat recalls .ant¶s 
transcendental ShilosoShy is Srecisely his interSretation of the constitution of 
aesthetics, of the Zay aesthetics as a conceSt became Sossible, thereby aiding 
in the develoSment of a general notion of art. +is aesthetic SroMect consists 
of nothing less than a thorough overhaul of the current dominant theory of 
modernism and autonomous art.

Ranciqre ± a former student of /ouis Althusser and involved in his Lire le 
Capital book SroMect Zho later, like Alain Badiou, dissociated himself from 
Althusser ± Sublished Zorks on Sedagogy and on Solitical ShilosoShy, to 
become in the last decade knoZn also outside the FrancoShone Zorld and to 
become at the moment Srobably the most inÀuential continental ShilosoSher 
Sursuing ³aesthetics.´ In his vieZ ± described, often reSeated and someZhat 
develoSed in a series of thin volumes, conference SaSers and intervieZs 
Zhich in his Zords ³alloZ him to say as much as Sossible in as little sSace as 
Sossible´15 ± Ranciqre Sersistently reSeats a feZ main tenets of his ShilosoShy 
of the aesthetic. 7hese are some of the central ones:

152



S A J _ 2012 _ 4 _

Aesthetics is a discourse born tZo centuries ago and is the condition of 
Sossibility for thinking art in general. ³It Zas in this same era that art, in its 
indeterminate singularity, Zas first set in contrast to the list of fine, or liberal, 
arts.´1� ³For art to exist Zhat is reTuired is a sSecific ga]e and form of thought 
to identify it.´17 A sSecific ga]e is the ga]e of the aesthetic regime of art. But 
Zithout having aesthetics as its transcendental condition, art Zould not attain 
the singular generali]ed mode Zhich has alloZed us for tZo centuries to 
sSeak about art as Zell as to Sose Tuestions about its nature and its universal 
SroSerties. In this Zay aesthetics has carried out a ³distribution of the sensible,´ 
that is, it develoSed the notion of art ± and thus the Zhole field of art ± in a 
sSecific Zay, including some and excluding some other forms of Sroduction 
and creativity. :hat Ranciqre is after are conditions that make Sossible 
categories such as art, critical art, autonomous art, etc. 7he aesthetic regime 
of art Zhich, he argues, came into existence more or less simultaneously Zith 
aesthetics, has essentially reSlaced the reSresentative regime of art Zhich Zas 
erected uSon the verisimilitude of the reSresentation and the reSresented. 7he 
aesthetic regime SurSortedly reMected such a hierarchical system, alloZing 
for osmosis among elite and abstract art and arts and crafts, thereby bringing 
together under the same roof the abstractions of 0alevich and the Bauhaus 
SroMects or Stendhal and the Arts and Crafts movement.

Ranciqre attemSted to turn aesthetics into a tool of interSretation of 
contemSorary art by Sroclaiming modernism ± esSecially of the *reenbergian 
tySe ± obsolete and counter-Sroductive for an analysis of the art of the last 
tZo centuries. In his vieZ, the notion of modernism (a Sart of Zhich he calls 
³modernitarism´) raises all kinds of Sroblems, such as the division of art into 
formalism and Solitici]ed avant-gardism or the lumSing together of theories as 
diverse as those of Adorno and futurism.

In sSite of some Sersuasive arguments, Ranciqre¶s attack on modernism seems 
Sroblematic and risky esSecially because it reTuires a comSlete reinterSretation 
of the art of the last tZo centuries. Ranciqre claims that art is like democratic 
Solitics: the Sersons Zho are Zithout a voice in a community have to attain a 
voice, have to fight for the right to sSeak and to be heard. 7he same is true of 
Ranciqre¶s theory. A Tuestion also arises as to the delimitation of art and crafts 
in the aesthetic regime. 7oday nobody defends the ³Sure´ art that Ranciqre 
chastises and Ze all agree Zith him that modern art is a mechanical mixture of 
artistic (formal) and extra-artistic (heteronomous) elements.
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According to Ranciqre then, there exist three regimes or modes of art, Zith the 
³aesthetic regime´ being the one instituted by the aesthetic revolution at the end 
of the eighteenth century Zhen Zorks Zere Sroclaimed art Zithout Sossessing 
the reSresentational SroSerties Zhich Sreviously SurSortedly distinguished art 
from non-art.

Since then, and Ranciqre is Tuite adamant about this, the aesthetic regime of art 
stretches on into contemSoraneity, disregarding issues such as the autonomy 
of art or the modernism�Sostmodernism dilemma, the theory of the end of art 
or that of the Surity of art. All these, claims Ranciqre, are issues created by the 
false suSSosition that modernism is a conceSt rooted in historical reality and 
not simSly an ideological notion created post festum.

5.

In his Aesthetic Theory 7heodor Adorno claims that ³the SrinciSle of method 
here is that light should be cast on all art from the vantage Soint of the most 
recent artZorks, rather than the reverse.´18

In both authors so far discussed it is obvious that their starting Soint 
is contemSoraneity, although in Ranciqre¶s case this contemSoraneity 
Saradoxically runs through an ahistorical and synchronic continuum Zithin 
Zhich only the starting Soint ± around 1800 ± is exSlicitly noted, Zhich then 
stretches into an undefined contemSoraneity.

7erry Smith¶s theoretical endeavor Zarrants attention for he tackles the issue 
of contemSorary art head-on. /ike Bourriaud, Smith also aSSroaches the art of 
his time, only his time is currently also ours and he does not ascribe historic 
SroSortions to the current eSoch as Bourriaud did. Also, if the art discussed 
by Bourriaud included recent non-(uroSean and non-American art, such art 
Zas nonetheless mostly the creation of artists Zho Sermanently emigrated to 
(uroSe and the U.S. from other continents. In Smith¶s case the art Sresented is 
more locally defined and determined, or it is exSlicitly ³global´.

Smith¶s SroMect ± Sresented esSecially in his 2009 book What is Contemporary 
Art? but also in his other Sublications ± consists of an attemSt to untangle 
the incessantly loose ends of contemSorary art and to establish some common 
Soints and features in Zhat aSSears to be a Mumble of contradictory, excluding 
or Sarallel Zorks and events that aSSarently share only the title of ³art,´ Zhich 
they aSSroSriate by being Sresented Zithin an environment that is designated 
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as that of a museum, a gallery, a biennial or some other artistic sSace�Slace�
location. 7heir shared characteristics often have nothing to do Zith their shared 
locality but Zith their common, related or similar conceSts. Also, if in the Sast, 
as =ygmunt Bauman claimed in 1989, ShilosoShers Zere ³legislators´ ± think, 
for examSle, of +egel¶s cannonic role in determining our SerceStion of Sast 
art ± then they turned in recent decades into ³interSreters´. 7oday even this 
role of interSreters has lost its significance, for the number of art Zorlds has 
become infinite. It is such a situation that makes Smith claim that universalisms 
such as modernity or Sostmodernity Zill not achieve totality, nor alloZ for a 
sustainable comSromise.

Smith¶s main Sosition concerning contemSoraneity could be condensed into the 
folloZing statement: ³Contemporaneity consists precisely in the acceleration, 
ubiquity and constancy of radical disjunctures of perception, of mismatching 
ways of seeing and valuing the same world, in the actual coincidence of 
asynchronous temporalities, in the jostling contingency of various cultural 
and social multiplicities, all thrown together in ways that highlight the fast-
growing inequalities within and between them.´19

Smith argues that in contemSorary art a Sattern exists betZeen universal 
determination and random Slurality. 7he Sattern of Zhich Smith sSeaks 
reminds one of the set theory that Alain Badiou Sosits in his main Zork, Being 
and Event (1988), as his ontology. 7he imSortant feature of Smith¶s theory 
is that it limits the imSort of common features to a Sattern Zhich is based on 
resemblance and not on a causal relationshiS.

According to Smith, contemSorary art consists of three main currents Zhich 
form the mentioned Sattern: the first is institutionali]ed ContemSorary Art 
(Zhich amounts to an aesthetic of globali]ation and is related to neoliberal 
economics and art institutions), the second is a current that emerges from 
decoloni]ation Zithin the former colonial Zorlds and includes its imSacts in 
the former First :orld. It is Zithin this current that Sostmodernism is to be 
included as a segment thereof. In Smith¶s vieZ, ³Sostmodernism´ is a term 
too thin to denote this great change that is still continuing. +e argues that 
Sostmodernism is today but a Sointer to the first Shase of contemSoraneity.

7he outcome of Smith¶s theory of contemSorary art is that there exist not one 
but three comSlementary ansZers to the Tuestion of Zhat is contemSorary 
art. 7here exist then three interrelated kinds of contemSorary art, the essence 
of Zhich is raised on emSirical grounds but Zhich nonetheless Sossess some 
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broader ShilosoShical characteristics. Such interSretation of contemSoraneity 
and its art have often met Zith criticism and denigration ± as at a conference in 
2004 Zhich resulted in the collective volume Antinomies of Art and Culture. 
Modernity, Postmodernity, Contemporaneity (2009) Zhere some SarticiSants 
Àatly refused to acceSt Smith¶s claims about contemSorary art.

Art is contemSorary in an infinite number of Zays, insists Smith, offering again 
a statement very similar to Alain Badiou¶s argument about set theory, Zhere 
there is no all-encomSassing mathematical set. In Badiou this truth carries 
universal SroSortions, that is, it is not only historically or geograShically 
valid, but is instead, like .ant¶s eSistemology, valid universally. Because 
contemSorary art is not only globally created and exhibited but also globally 
conceStuali]ed, it is also universal.

6.

In this brief sketch I have Sointed to some of the encounters of aesthetics and 
art in recent decades. 7hey Zitness that in sSite of numerous examSles Sroving 
the oSSosite, art and aesthetics occasionally become or remain Sartners in our 
attemSts to fathom, identify, legitimi]e and aSSreciate art.

:hat occurred Zithin and after Sostmodernism Zas a series of individual 
Soetics and exSressions. 7his develoSment Zas detected, Sresented and 
analy]ed also by some contemSorary aesthetic and art theories. I have 
noted three. 7he first reSresents a reÀection uSon a segment of the art of 
the nineties. It offers a theory in a situation Zhen there Zas obviously none 
available. 7he second theory reSresents an attemSt at a thorough overhaul 
of the ruling discourse on modernity and modernism, collaSsing modern 
Sast and Sresent art into the aesthetic regime of art. 7he third theory, that of 
7erry Smith, offers at the moment a starting Soint, since for the time being it 
remains in an underdeveloSed state. It Sromises to think the contemSoraneity 
of contemSorary art aneZ, Zhich is a much needed endeavor. /et me therefore 
conclude this essay Zith tZo SroSositions by Smith: One: ³Art everyZhere 
today is contemSorary in every sense.´ 7Zo: ³7oday art is still modern, in 
Sart, but residually so. It sees Sostmodernism as a recent reSository of useful 
strategies that do not, hoZever, add uS to a Zhole.´20

I Zould subscribe to both statements. It remains to be seen Zhether this theory 
of contemSorary art Zill acTuire a significance that Zill reach beyond the needs 
stemming from the ambiguity Zhether today Ze should refer to the museum 
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A B S T R A C T

In the debate ³Architecture and PhilosoShy � the relations, Sotentialities 
and critical Soints´ the notions of ³ShilosoShy of architecture´ and 
³aesthetics of architecture´ Zill be discussed. 7he differences betZeen 
traditional and contemSorary ShilosoShy and aesthetics of architecture 
Zill be introduced. In a seSarate sub-chaSter the status of ³theory´ 
and ³theori]ing´ during the times of late modernism and Sostmodern 
culture Zill be discussed. It has been Sointed to the modalities of theory 
outside ShilosoShy and aesthetics. 7he discourses from ShilosoShy, 
humanities, free theori]ing and architectural theories are brought closer 
together. In the final sub-chaSter the status of contemSorary ShilosoShy 
and cotemSorary architecture have been discussed. 7he notion of 
contemSoraneity has been Sarticularly elaborated. 7he central thesis of 
this SaSer is the relation of architecture and ShilosoShy, i.e. the theory 
constituent for modern, Sostmodern and contemSorary architecture. 
7he derived thesis of the discussion is that critical theory of architecture 
and architectural yearning for ³critical architecture´ have acTuired 
exceStional significance at the time of global conÀicts and, Sresently 
at the time of global economic crisis. 7he theoretical, aesthetic and 
ShilosoShical attention has essentially been shifted from the immanent 
Tuestions about architecture (form, function, sSectacularity) to the 
external i.e. transcendental Tuestions about the culture and society, 
i.e. about the economy, SoZer, governance, suServision, forms of life, 
Àexibility of architectural Sroduction, exchange and consumStion.
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ARCHITECTURE AND PHILOSOPHY: 
PLATFORMS OF KNOWLEDGE PRODUCTION

7he issues of relations of ShilosoShy and architecture are the issues of deducing 
the vieZs and of taking the individual vieZ oSSosite to the general oSinion. 
Deducing and taking the vieZs are the forms of ShilosoShical Sroduction. 
PhilosoShical Sroduction is carried out according to Srotocols, in Srocedures 
and Zith the effects of vieZs, sSeech and Zriting on architecture, namely, 
on the relations of architecture and ShilosoShy as sSecial and as general 
knoZledge. PhilosoShical Sroduction of vieZs on architecture is most often 
deduced Zithin the context of ShilosoShy (Zith the interests of ShilosoShy as a 
disciSline), then, in the context of architecture (Zith the interests of architecture 
as a disciSline), namely, Zithin the field of the humanities (Zith the interests of 
the humanities trans-disciSlinary knoZledge).

In the Zestern tradition the difference betZeen aesthetics and ShilosoShy of 
architecture Zas made and emShasi]ed during the nineteenth century and 
until the middle of the tZentieth century. 7he ShilosoShy of architecture in 
the traditional sense Zas understood as a vieZ Zhich Zithin itself develoSed 
the reÀection and self-reÀection of architecture as seSarate and general 
ShilosoShical issue. From diverse ShilosoShical Slatforms there develoSed 
the ShilosoShical reÀections of vieZ on the Shenomenon of architecture or 
the Shenomenon of the architectural Zork, on the history of architecture, on 
economic and Solitical sense of architecture, on the knoZledge in architecture 
or on general conceStions of architectural knoZledge, on the language of 
architecture or semiological analysis of architecture, on architecture as trade, etc. 
7hese have been established from the ShilosoShical Slatforms: eSistemology 
of architecture, semiology of architecture, Shenomenology of architecture, 
0arxist ShilosoShy of architecture, analytical ShilosoShy of architecture, 
deconstruction of architecture, ShilosoShy of the history of architecture, etc. 
OSSosite to the ShilosoShy of architecture, the aesthetics of architecture in the 
traditional sense Zas seen as a ShilosoShical disciSline dealing Zith analysis, 
interSretation and Mudging of architectural Zorks in their sensorial modes. 
Aesthetics of architecture has been understood as a meta-theory of the ³theory 
of architecture´, or more often, as a meta-theory of architectural knoZledge of 
forming the architectural Zork. In other terms, aesthetics Zas seen as the meta-
theory of architectural theory of forms in a synchronous and diachronic sense.

+oZever, Sresently, no difference has been made betZeen the notions of 
³ShilosoShy of architecture´ and ³aesthetics of architecture´. PhilosoShy 
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and aesthetics of architecture are conceStual and discursive analyses, 
interSretations, studies or discussions of the general notion or general notions 
of architecture as contemSorary and historical disciSline. 7hereby, also the 
Srotocols of the humanities have been integrated into the field of aesthetics�
ShilosoShy of architecture Zhich leads to the characteristic hybridi]ing of the 
theoretical Sotential of contemSorary ShilosoShy�aesthetics of architecture.

/et us move to another issue.

+oZ can one understand the vieZ of architecture" 7he ansZers are numerous 
and diverse. 7he vieZ can be understood as something Zhich is inseSarable 
from the body Zhich thinks, namely, as a body Zhich deduces the vieZ in 
resSect to architecture. 7he vieZ can be understood as that which fills uS the 
body transforming it into the human Self (individuum, subMect, 7he Self) in 
resSect to architecture (architectural Sroduct, creation Zithin architecture or 
inhabiting and receStion of architecture). 7he vieZ is recogni]ed, i.e. modeled, 
as Srocessing, articulation, offer of or deriving of ³mental reSresentations´ 
tySical of the cognitive order of human mind Zhich is orientated toZards 
something beyond itself, i.e. toZards architecture. 7he vieZ is defined as 
a certain and uncertain Srocessing of information Zhich leads to acTuiring 
some convictions and beliefs of architecture or anything else associated Zith 
architecture. 7he vieZ can be understood also as that Zhich is other than 
body, but Zhich together Zith body forms one actual and Sotential ³Self´ of  
manifestation and action in the real and fictional Zorlds of architecture as 
human issue. 7hereby, the vieZ can be an understanding, namely bringing the 
vieZs into relation Zith other vieZs, sSeech, Zriting or media Sresentation 
of architecture as concrete or ideal obMect. 7hus, the vieZ is identified as a 
material social Sractice. <et, the vieZ can be understood also as that which 
(Tell Quel) is above or over the body Zhich in sensuality is Slaced into 
brackets so as that Zhich is termed the vieZ can be reSresented as only the 
view in resSect to the abstracted initial referential obMect i.e. in resSect to 
architecture. (ach of the Sotential descriStions of the relation of the body and 
the view is based on deduction of the individual narrative on that Zhich could 
be the vieZ as practicing the ShilosoShy of architecture. Nadeåda ýaþinović, 
the ShilosoSher and aesthetician, Soints out to the role of ³narrative´ (giving 
an account of) as the tool by means of Zhich, against all facts, the effect of 
credibility can be achieved:

In a certain sense the entire human culture consists of the dilemma 
betZeen the effect of the story and distrust of it.1
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7hat is Zhy, still, the ShilosoShy of architecture can be talked about as 
deduction of reliable and unreliable narratives on the vieZ Zhich references 
the architecture, and not as the vieZ itself or the relations of the vieZ and 
the body. Presently, almost the general Sosition is that narrative is Zhat 
constitutes ShilosoShy and that Socrates subMect in ShilosoShy is reached via 
Plato¶s narrative, never vice versa. It is believed that ShilosoShy ensues from 
narrative. 7he appearance of ShilosoShy is a matter of narrative choices, it 
is not the matter of ShilosoShy determining narratives, but that the Srotocol 
narratives form the ShilosoShy of architecture. :hen the British ShilosoSher 
and critic of architecture, BenMamin AndreZ2 subMects to the analysis the notion 
³.hora´ Slaced in Plato¶s dialogue ³7imaeus´ in relation Zith deconstruvist 
debate of architecture Sotentiality of the French ShilosoSher JacTues Derrida, 
he faces himself and us as readers Zith the ShilosoShical narrative and 
its Sotential boundaries essential for Sostmodern architecture. It concerns 
the Srotocols and narratives in mutual confrontation. By confrontation of 
Srotocols and narratives the ShilosoShical subMectivi]ation takes Slace, i.e. the 
notional aSSearance of BenMamin, Derrida or architect Peter (isenman. Still 
further on, such and such Plato, Derrida, BenMamin and (isenman, Zho Ze 
refer to at some Soint, is Must one of the choices from the deposit of meaning: 
from one comSlex archeological SroMection Zhich seems more like a tangle 
of discourses or archive of texts than an arranged conceSt of the historical 
situating of the Self event. 7hat is Zhy for ShilosoShy the philosopher Plato 
or the Architect Eisenman  are not Sresented as a ³being´, but as a discursive 
figure originated by grouSing different discourses in the field of ShilosoShy and 
the field of architecture. 7hey emerge in the disturbing and hybrid languages 
and, certainly, in the events of Srotocol, Srocedures and effects Zhich Srovide 
their oneness of the subMect of ShilosoShy and the subMect of architecture, i.e. 
the intrinsic and essential illusion of their comSleteness and integration in 
ShilosoShical, architectural, cultural, historical and social reality is Srovided.

ARCHITECTURE IN THE TIME OF THEORY: 
THEORY OUTSIDE PHILOSOPHY

The Time of theory is  termed the Seriod folloZing the crisis of high modernism 
of the 19�0s, namely the Seriod of decentering and deconstruction of modern 
metalanguages3 of the society, Solitics, culture, technics, art and architecture. 
7he time of theory begins Zith domination from the outside the interior 
crisis of ShilosoShy and aesthetics reached in modern Shenomenology and 
existentialism. OSSosite ShilosoShy, as the integrative system theory of vieZs, 
the non-systematic theoretical Sractices of Zriting and deriving theori]ing 
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inside sSecial social and cultural areas of action Zere Sut in Slace. It concerns 
the exSerimental Sractices of literature (the maga]ine Tel Quel, language 
Soetry), it concerns the science and theory on literature (the <ale School, 
Umberto (co, Roland Barthes, *prard *enette), it concerns the theory and 
Sractice of Sainting and visual arts (Support Surface grouS, Art&Language 
grouS), it concerns the film theory (the French theory and Anglo-American 
film study: the maga]ine Cahiers du Cinéma  and the maga]ine Screen), it 
concerns the theory of gender identities (theory of gender, female studies, gay 
studies, lesbian studies, Tueer studies: Julia .risteva, Judith Butler), it concerns 
the theory of architecture (Bernard 7schumi, Peter (isenman), etc. 7he theory, 
then, is no longer the external meta-orientated aSSroach to interSretation of 
art and culture, but the fragmentary contextuali]ation of the knoZledge Zithin 
the Saradigms of culture and art. Such understanding of theory develoSs in the 
heterogeneous area of theoretical Sroductions of Soststructuralism since the 
late 19�0s until the end of the tZentieth century.

7he ³architecture in the time of theory´ syntagm Soints out to the debate on the 
role and functions of theory, i.e. theoretical identifications in creation, making, 
Sroduction, exchange and consumStion of architecture, i.e. in designing 
and execution of the form of life. Poststructuralistic theories as Zell as the 
contemSorary ShilosoShy Zith variants and hybridi]ed orientations toZards the 
theory of media, theory of body, theory of identity, theory of vieZ, aesthetics 
of Sragmatism, hermeneutics of reading, Ssychoanalysis of subMectivi]ation, 
technotheory, the neZ ShilosoShical Shenomenology, cultural theories or 
ShilosoShical bioSolitics, create the turn from interSreting architecture as 
emSirically central issue of aesthetic-formal-utilitarian-technical execution of 
the living sSace, i.e. the form of life. According to these neZ heterogeneous 
aSSroaches architecture Zas most often interSreted as a comSlex multimedia 
material textual event. It is multimedia since it is Serceived not only as a 
Sassive sSace of habitation, but as heterogeneous ideological instrument of 
constituting of interactive, living and communicational social moment and 
social reality. Architecture is material, not only by that hoZ the construction 
building material is shaSed, but Srimarily by being a determined social Sractice 
of Slanning, execution and building of social reality. Architecture is textual 
since it is structured as a system of signs in comSlex communication and 
existential events of forming the human life. It is textual in that sense in Zhich 
the text is the mode of Sroduction of visual, verbal, behavioral, sSatial, screen 
and obMect meanings. It is an event as the multimedia textual manifestation 
of architecture occurs in time intervals of constitution of the individual and 
collective everyday life.
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Architecture is not an aesthetic and aesthetical ideality derived analogously to 
the conceSt of autonomous modern Zork of art. Architecture is an instrument 
and effect of instrumentali]ation of constituting the Slural (according to Jean-
/ois /yotard), ideologically determinable reality betZeen Solitical censures 
and unconscious (according to /ouis Althusser). Architecture is an event of 
sSecific critical social Sractices (theory of signifying Sractice according to 
Jula .risteva) and Sositioning of the subMect in the field of differentiation 
of subMectivity and rationality (Ssychoanalytical theories in JacTues /acan 
tradition). Architecture is a material symptom of constituting the social and 
Solitical (according to Frederic Jameson4, 0artin Jay, SlavoM äiåek, Boris 
*roys), sexual (diverse Freudian and /acanian traditions, cultural studies), 
customary (theori]ations of archeology of knoZledge according to 0ichel 
Foucault), technological (according to Jean Baudrillard, Pol Virillio, Fplix 
*uattari) or artistic (according to Victor Burgin) discourse. Architecture is 
also a Solygonal of establishing relative cultural Sositions betZeen civili]ation 
centers and margins (from Derrida¶s deconstruction of metaShysics to 
Sostcolonial critiTue studies by (dZard Said).

Postmodern theories of architecture5  aSSear as oSening uS of Sost-
structuralistic aSSroaches Zithin the social frame identifying themselves as 
Sost-historical and Sostmetalinguistic ones. 7hat means that the interSretation 
of architecture is not derived in resSect to continuous and orientated history 
of modernity develoSment. Charles Jencks Zrites on the death of modern 
architecture.� InterSretation of architecture is derived in relation to various 
and inconsistent historical and geograShical architectural and artistic traces 
Zhich become referential ones, both for the Sostmodern architect (Aldo Rossi, 
Robert Venturi, John +eMduk, Bernard 7schumi, Peter (isenman, Charles 
A. Jencks, Frank O. *ehry) and for the theoretician traversing across the 
Shenomenal or textual Sresentations of architecture in the field of cultural 
analysis (*eorges Bataille, Roland Barthes, 0ichel Foucault, JacTues Derrida, 
Fplix *uattari and *illes Deleu]e7, Jean-Franoois /yotard, Jean Baudrillard, 
Pol Virillio, Frederic Jameson). Postmodern theory of architecture (Charles 
Jencks) Srimarily deals Zith the soft, Zeak or tangential, and that means multi-
meaningful and decentered recognition and Soetical suggestion of eclectic 
cited and collage interSretation of relative contextuali]ation (Aldo Rossi) and 
decontextuali]ations (Frank *ehry, =aha +adid, Daniel /iebeskind) of the 
architectural Zork in the Sost-historical, information�media or globali]ing 
society in Zhich Saradoxically there are confronted the regions, multicultural, 
international and nomadic samSles (JacTues Derrida and Peter (isenman8, 
Bernard 7schumi9). 7heoretical interSretation is nomadic, meaning that 
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it manifests itself in the Sermanent relocation or delaying (différAnce) of  
the standSoints�Soints of vieZ of architectural Sroduction and theoretical 
interSretation. 7hereby, the theoretical interSretation is not a great meta 
language of the syntheses of the neZ building canons, such like it Zas Zith 
the architects-theoreticians of the modern (*roSius, /e Corbusier, :right). On 
the contrary, it concerns the multitude of the transitory, Àoating and transient 
discourses Zhich simultaneously interSret the Tuestions on architecture and 
create the atmosShere of architecture in Sostmodern technology time.

Architecture in cultural studies10 Sresents a significant samSle for studying, 
interSretation and Sroduction of the Sossibility of demonstration of micro-
social and everyday executions, functions and effects of Sroduction of 
the living sSace in the global Sostindustrial and Sost-block Zorld. Cultural 
studies move from macro sociological studies of architecture as social and 
historical Shenomenon of hegemonous Zestern civili]ation to the Tuestions 
on microstructures and micro constructions of cultural identities (geograShic, 
racial, ethnic, regional, class, religious, gender11, generation one, etc). :ith the 
discussion of the context of architecture, from the room micro cell to macro 
geoSolitical urbanism, one comes to Sroblemati]ing hoZ in a sSecific artificial 
sSace diverse cultural identities are constituted, reÀected or Sresented. For 
examSle, hoZ ethnical or Srofessionally status, namely gender individual and 
micro collective identities are executed�derived in resSect to the Srivate or 
Sublic architectural sSace. Also, cultural studies Sroblemati]e the conditions of 
transfer of geograShical architectural identities from one culture into another. 
Cultural studies are grouSs of theories having an interSretative academic 
function, hoZever, also a Soetical function in architectural creation, as Zell as 
the function of the actual globali]ing Solitics.

7echno-cultural12 theories start from the global transformation of the 
contemSorary Zorld by electronic or, metaShorically sSeaking, digital 
Srocessing, structure and execution�deriving of the neZ artificial techno-Zorld. 
7he neZ artificial techno-Zorld is not a designed metaShor of the future society 
and its architecture, but the actuality itself in Zhich the modern man lives and 
acts. 7hat Zorld is the Zorld Zhich by means of aids (machines, instruments, 
Srostheses) transcends from the Shase of natural resources Srocessing into the 
finished Sroducts and, thereafter, from the Shase of Sroduction, distribution, 
exchange and consummation of information to the built Zorld of modifications 
of the human being, to the being Zho is in feed-back relations Zith the 
technological system. In techno theories the basic ideas are Sostulated that 
the natural Zorld is also the human media structure or, at least, articulation. 
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Architecture is no longer interSreted as the set of Sroduced obMects, but as a 
system of machines Zhich reali]e the actual and visual existential reality of 
the human body Zhich becomes cybernetically integrated into the living sSace 
(*illes Deleuse, Jean Baudrilard, Pol Virillio). 7he Tuestions are asked about 
the cyborg, the Virtual Reality, comSlex electronic-architectural Srostheses by 
mean of Zhich the human body becomes extended in sSatial-time Sossibilities 
of existence. As if the techno-theory is demonstrating hoZ the historical 
architecture has become the material for softZare simulation of the real and 
fictional sSace of existence.13

CONTEMPORARY ARCHITECTURE 
AS PHILOSOPHICAL AND POLITICAL ISSUE

Contemporary architecture is most often the term for the actual architecture, 
i.e. the architecture Zhich accentuates its contemSoraneity. ContemSorary 
architecture ³haSSens´ noZ or in the entirely immediate Sast.

7he ³contemSorary architecture´ conceSt, essential for the develoSed 
modernism immediately folloZing the :orld :ar II, is based on interSretations 
characteristic for highly modernistic criticism, art history and history of 
architecture. 7he notion contemSorary architecture has been introduced since 
the differences have been sensed among (1) formations of modernism at the 
transition from the nineteenth to the tZentieth century (secession), (2) the 
emergence of modernism at the middle of the first half of the tZentieth century 
(avant-garde and modernism of Bauhaus, De StiMl, Russian constructivism, /e 
Corbusier), and (3) Sractices of modernism at mid tZentieth century (from 
the International style toZards the high and late modernism). 7hese historical 
differences, namely, different historical formations Zere suSSosed to be indexed 
and redefined at a certain moment, namely seSarated from the consistent 
and single-gender modern architecture conceSt into heterogeneous conceSts 
referenced by the formations of modern, modernism, high modernism, late 
modernism, and eventually, contemSorary art.

7he so-called postmodern turn at mid-1970s and during the 1980s Zas based 
on the idoli]ed interSretative models of ³the end of history´, ³end of modern 
society´14, ³the end of art´15 and establishing of ³Sost-history´1�, i.e. abolishing 
the historical understanding of art and architecture by stressing the archival 
Sresentation of the Sast in the Sresent time architectural building. 7he time 
line of changes (of the develoSment, revolution) of the modern and modernist 
architecture has been SroMected in the spatial order of archives Zhich can be 
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indexed and maSSed. The historical logics of modernism Zas reSlaced in 
Sostmodern by  the logics of archives17,Zhich is Sresentable as bureaucratically 
controlled and monitored maS Zhich reSresents, i.e. advocates for different 
diachronic manifestations in synchrony. In other terms, as if the entire 
infinitely comSlex and hybridi]ed Sast Zas SroMected as ³the architectural and 
urban trace´ in the contemSoraneity Zhere it Zas arbitrarily ³mixed uS´ or 
³confused´ Zith the SroMections of the actual geograShic architectural and urban 
cultures. 7hat blend of the Sast and contemSorary has determined the destiny 
of the Sostmodern theori]ing of architecture of ³Sost-history´ as the necessary 
reckoning Zith the modernist historicism and asSirations toZards fulfillment of 
the meaning and function of the history of modern architecture. 7he reckoning 
Zith architectural modernism Zas not seen as criticism, but as deconstruction 
of modernism as a form of historicism, i.e. as deconstruction of the project of 
modernity Zhich aSSeared as a meaningful and target orientated seTuence of 
movements, schools, manifestations or individual effects in develoSment of 
modern architectural idealism. In other Zords, Zith Sostmodern theories the 
deconstructions of  ³historical develoSment logics´ of modernism Zere derived, 
although the Sostmodern architects, artists and theoreticians Zere extremely 
fascinated by history. +oZever, for them history Zas a ³trace´ or a multitude 
of  floating traces. 7hey dealt Zith interSretations of arbitrary, dislocated and 
thereby enticing comSounds (Sastiche and bricolage) of the history traces and 
the traces of actuality in Zhich it is Sossible to link everything again, recombine 
and multiSly. JacTues Derrida in a rhetorically emShasi]ed manner Sointed 
out to the significance of the conceSt of ³dislocation´ and ³trace´. According 
to Derrida, dislocation18 is an event Zhich occurs Zhen something (trace) is 
forced out of its Slace (locus) and ceases to be considered an identified Slace, 
as added, in sSace (geograShy) and time (history).

7he attention of the historians, critics and theoreticians of architecture, art and 
culture Zas shifted during the 1990s from the ³history of immediate Sast´ to 
interSretation of contemSorary architecture, contemSorary art and contemSorary 
culture. It Zas as if the identifiable and determinable world of architecture Zas 
exSanded into most oSen and most indefinite movements Zithin synchronous 
cultures and social formations, namely, as if the cultural and social formations 
took over the Sotentiality of the ³cultural Solitics´ transforming architecture 
into one of many cultural Sractices of making, Sroduction, exchange and 
consumStion. 7he contemSoraneity has surSassed the Tuestions on historicity 
focusing the role of the ³contemSorary´ as the exSression or effect, namely the 
affect of contemSoraneity. Instead of historical Sresentation of the SrosSective 
of the contemSorary architecture the SrosSective of ³centered and fetishi]ed 
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contemSoraneity³ have been introduced ± the contemSoraneity of architecture 
as demonstrated, aSSroSriated or modified testimony on ³noZ´ and ³here´. 

Being focused on ³contemSoraneity´ has been shoZn by various theoreticians 
in their interSretations of ³contemSorary art´, let us for examSle consider 
the interSretations derived by 7erry Smith, the leftist liberal theoretician and 
historian of contemSoraneity:

In the aftermath of modernity, and the Sassing of Sostmodern, hoZ are Ze 
to knoZ and shoZ Zhat is it to live in the conditions of contemSoraneity"
7his is a Tuestion about individual being and social belonging noZ, about 
hoZ the relationshiS betZeen them might be understood these days, and 
hoZ they might be reSresented to others ± in sSeech, in texts, in Zorks of 
art, and in exhibitions.19 

If these Smith¶s ideas on ³contemSorary art´ are aSSlied to architecture it can 
be stated that the notion ³contemSorary architecture´ is used as the marking 
for architecture at the time of globalism, transition and economic crisis at the 
beginning of the neZ century. It concerns the architectural situation folloZing 
modernism and folloZing Sostmodernism. 7he basic ShilosoShical Tuestion 
is Zhat the substantial conditions of contemSoraneity are, in Zhich Zay 
contemSoraneity can be interSreted in a critiTue text, in architectural Zork or 
architectural discourses. 0odernity and modernism Zere articulate by reMecting 
the tradition and deriving the universal actuality, as Zell as by utoSian SroMection 
of the immediate ideal or concrete future. In actual theories of ³contemSorary 
art´ the synchronous moment or interval here and now is historically theori]ed. 
In contemSoraneity the modern ± for examSle, +egel¶s and 0arxist ± causative 
historicism are reMected as the summary of conceSts on Srogressive movement 
and develoSment of humankind, sSirit and society and thereby architecture as 
Zell. Postmodernist Sost-historicism and Sost-historicism as relation toZards the 
Sast are reMected as Zell. ContemSoraneity is centered and fetishi]ed in relation 
to the individual and collective self-conscience on its time of culture, technology, 
architecture and art. ContemSorary architecture no longer has the relation toZards 
history and history of architecture, but toZards cultural contexts and geograShical 
situations i.e. geoSolitical toSos of location and dislocation. See the Zorks of 
contemSorary architecture Zhich annul the historical modalities and accentuate 
the dialogue bit also the conÀict Zith the local geograShical, urban, Solitical and 
cultural milieu: Frank O. *herry Guggenheim’s Museum in Bilbao  (1991-1997), 
Daniel /ibeskind The Jewish Museum in Berlin (1988-1999), Norman Foster City 
Hall in /ondon (1998-2002), Steven +oll Kiasma Museum in +elsinki (1993-
1998), Rem .oolhaas China CCTV Building in BeiMing (1999-2995), etc.
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7he cultural and architectural exchanges betZeen the first Sost-caSitalist, 
second Sost-socialist and transitional, also the third Sost-colonial Zorlds 
are discussed. ContemSorary theori]ing of ³contemSorary architecture´ has 
moved from the conceSts of history of architecture, suSSorted by aesthetic and 
Soetic discourses, to the conceSts of cultural studies and, thereafter, to diverse 
critical aSSroaches to the Solitical studies. Critic theory of architecture and 
architectural yearning for ³critic architecture´20 have acTuired an exceStional 
imSortance at the time of global conÀicts and, noZadays, at the time of global 
economic crisis.21 7heoretical, aesthetic and ShilosoShical attention has 
essentially been shifted form the immanent Tuestions on architecture (form, 
function, sSectacularity) to the external i.e. transcendental Tuestions about 
culture and society, i.e. about economics, SoZer, governance, suServision, 
identity, Àexibility of architectural Sroduction, exchange and consumStion.

In such context architecture and culture are Serceived as transitional liberal 
practices Zhich at the global Slan create the situation of the immenseness of 
Shenomena, events, themes, referential Sotentialities and relations toZard 
the local and global everyday life. At the theoretical Slan there haSSened the 
sZitch from history of architecture as an essential theory of architecture to 
the cultural studies of architecture and art as essential cultural theories, and 
thereafter folloZed the sZitch to the theory of society. 7hese sZitches Zere 
determined by annulling the diachronic in the name of synchronous, namely, 
from the Zorks it Zas moved to the text, and from the text to the context, 
and from the context to the Sractice being the field of social contradictions 
and conÀicts.

:ith global economic crisis at the end of the first and beginning of the second 
decade of the tZenty-first century, it Zas demonstrated that the status of 
³transitional culture´ and ³transitional society´ Zere not reserved only for Sost-
socialist and Sost-colonial societies of the second and the third Zorld, Zhich 
by globali]ations should have been integrated into the neoliberal economic 
market system, but the develoSed societies of the :est (the USA, (U, JaSan, 
Australia) found themselves in the Srocesses Zhich Zent beyond their 
control and transformed the stable order of dominance, suServision and state 
governance into the unexSected ³transitional event´ of the de-territoriali]ed 
netZorks of corSorative interests and caSital.22 In other terms, the very global 
system of neoliberal economic market found itself in transition, and that means 
in crisis situations and events Zhich could Sotentially lead to various and 
Sotentially unexSected directions of resolution. 7he Sressure created by the 
global crisis had to exacerbate the Tuestions about the critical Sotentials Zithin 
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the contemSoraneity of architecture, art and culture. After Sostmodern as the 
situation of real or illusionary non-conÀicts, architecture has again become 
the crisis and focal issue of the social, i.e. the SoZer, governance, control, 
standard, economics, hegemony.

Aesthetician and theoretician of contemSorary art, Boris *roys, in the Zritings 
³Comrades of 7ime´ Sresents the folloZing initial Tuestion on the identity of 
contemSorary art:

ContemSorary art deserves its name in so far as it manifests its oZn 
contemSoraneity � and this is not simSly a matter of being recently 
made or disSlayed. 7hus, the Tuestion µ:hat is the contemSorary art"¶ 
imSlicates the Tuestion µ:hat is the contemSorary"¶ +oZ could the 
contemSorary as such be shoZn"23

In order to ansZer the Tuestions Sosed, *roys mobili]es and Suts to use different 
meanings of the Zord ³contemSorary´. +e demonstrates that contemSorary 
does not mean only the Sresence of noZ and here, but also the manner in Zhich 
one can be ³Zith time´ unlike of being ´in time´. Using the *erman term for 
the notion of contemSorary, zeitgenössisch, he singles out the meaning of the 
Zord Ägenosse³ Zhich means ÄComrade³, so that the notion zeitgenössischis 
is translated as Äto be comrade Zith time³ or Äto be comrade of time³, Zhich 
means collaborate and interact Zith time. 7hus, if this debate of contemSorary 
art is aSSlied to architecture one can say that not each architecture emerging 
noZ and here is contemSorary, but that contemSorary architecture is the one 
collaborating Zith its oZn time.

That Zhich determines contemSorary architecture is not the Tuestion of 
aesthetic or Soetic, namely, cultural style in architecture, but in the literary 
sense Shenomenological and functional closeness of modalities ensued from 
architecture and modalities of organi]ation and reorgani]ation of human life 
in bio-Solitical24 technologies. Phenomenological and functional closeness is 
achieved in comSletely uncertain intervals and dislocations of the real sSace 
and time Zhich make the actuali]ed global, but not hybridi]ed Slanetary order. 
7he global order even desSite Solitically Sromised mass media transSarency, 
exists Zith certain white and�or dark stains Zhich cannot be read and lead to 
reason monitored negotiation and agreement.  7he reason itself and the hoSe 
of reason become oSen to Sotential Serverting by means of ³Àexible schemes´ 
Zhich reSlace the invariant abstract Solitical knoZledge´ (general intellect) 
and invariance of Solitical, social, cultural, architectural and art institutions 
in ³bio-DarZinism´, i.e. in the merciless struggle for survival at the time of 
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global crisis, and that means in dialectic vocabulary the total crisis25 of the 
technologies of SoZer and technologies of life shaSing.

In this context it is essential also to consider the ShilosoShical conseTuences of 
the notion ³Àexible subMect of architecture´. 7he notion ³Àexible´ emerges in 
one of the early Zritings by Brian +olmes ³Flexible Sersonality ± For the NeZ 
Cultural CritiTue´. 7he Sresented theses Zere later on critically revised by 
him. +olmes has Zritten an oStimistic study Zith certain criticism additions, 
Zhereby the role of ³Àexible Sersonality´ has been recogni]ed as the late effect 
of the ³anti-authoritarian´ forms of emanciSation in the tolerant conditions of 
Clinton era in the USA and social-democratic soft aid in (uroSe. 7he ideality 
of ³Àexible Sersonality´ or ³Àexible culture´ Zas one of really late effects 
of emanciSatory ideali]ing of ³cultural mobility´ in the late modernism and 
trans-national Sostmodernism. It Zas discussed about transcultural mobility or 
about art�cultural nomadism as one of the forms of global emanciSation and 
liberation. But, it Zas already in the first half of the first decade of the neZ 
century, that Saradigms of nomadism, mobility, transcultural Zere transformed 
in the Sragmatic notion of ³Àexible´ (changeable, adaStable) in the field of 
doing business on the market. Flexible are termed those forms of life or social, 
cultural, architectural and art Sractices Zhich are sufficiently changeable and 
adaStable to survive in the conditions of bio-Darwinist struggle for survival 
in contemSorary neoliberal market orientated society. Finally, +olmes Sointed 
out Zith critical skeSticism that:  

7he Àexible Sersonality reSresents a contemSorary form of 
governmentality, an internali]ed and culturali]ed Sattern of µsoft¶ 
coercion, Zhich nonetheless can be directly correlated to the hard data 
of labor conditions, bureaucratic and Solice Sractices, border regimes 
and military interventions. NoZ that the tySical characteristics of this 
mentality ± and indeed of this µculture-ideology¶ ± have come fully into 
vieZ, it is high time that Ze intervene as intellectuals and citi]ens.2�

   
 Flexible schemes denote ³Àexible institutions´, deriving the ³neZ Àexible 
Sersonality´, i.e. Àexible individuali]ation and Àexible subMectivi]ation 
Zhich corresSonds to the notions of the neZ ³Àexible Zork´ and ³Àexible 
economics´ ± Zhich is often termed crisis, i.e. unstable ³Sost-Fordist Zork´27 

and ³immaterial Zork´28 or ³cognitive Zork´ Zithin unstable conditions of 
market struggle.

It is my thesis that ³contemSorary´ in relation to the time of the global economic 
crisis can be termed the sSatial-time life Àexibility Zhich instantaneously 
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gets modified, adaSts itself, dislocates and temSorali]es in relation to critical 
and crisis social stimuli. :hereas *roys, at the time of almost unTuestioned 
domination of neoliberal Àexible and abstracted system of economic SoZer 
Zhich dictates the character of all activities, recogni]ed ³contemSorary´ as 
the concord Zith the time and not necessarily being in time, today amidst 
one of the Seaks of the crisis ± Zhich betZeen 2011 and 2012 emerged as 
an oSaTue screen toZards the future ± ³contemSorary´ is identified as really 
instantaneous reaction to the catastroShically altered situation.
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ARCHITECTURE THROUGH SPORT

A B S T R A C T

:e can find certain Sarallelism betZeen architecture and sSort 
in history (Rome) and in contemSoraneity Zith sSectacular sSort 
as most global kind of entertainment, and recogni]able sSort 
architecture as sign of its universal Sresence. /ondon OlymSic 
*ames 2012 folloZed slogan ÄArchitecture for +umanity´, 
adding ecological and social concern to more traditional idea 
of sSort obMects as modern cathedrals. SSort architecture has 
become a statement, and it embodies ideology Zhich turns sSort 
into reason for hoSe. SSort architecture is created on the field 
Zhere standardi]ation of sSace (and time) exists for more than 
hundred years, together Zith concentration of SoZer in sSort 
associations Zhich, during these hundred years, changed their 
identity from civil society movements into caSital enterSrise 
institutions. Original meaning of ³sSort´ (desSortes, deSort) as 
activity deSorted beyond regular and ordinary everyday life Zas 
extended into neZ region of sSace and time Zhere mass media 
entertainment is Sroduced. ContemSorary sSort architecture 
has to folloZ sSecifically sSort rules for Slayground sSace, and 
rules of media Sresence. SSort Slaces are sSaces Zhere massive 
audience Zatches the game, and Zere it Zatches itself Zatching 
± to be seen by massive media audience Zhose virtual Sresence is 
SerhaSs today the most imSortant concern of architectural design 
for sSort. 
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During the last fifty years, sSort has become a global Shenomenon. So has 
architecture. *lobal is not the same as international: it is not managed by nation 
states system exclusively. And it is not Must a refreshed version of ³international 
style´. It might be risky to try recogni]ing ³global style´ in these tZo omniSresent 
signs of unified earthly emSire. :hat  there is Zithout any doubt is global 
comSetition: citius, altius, fortius. In this comSetition, there are no Sreordained 
hierarchies: 4atar can Srevail over United States of America, and :est Indies can 
beat *reat Britain at its oZn game. No authoritative center exists, but symbolic 
SoZer of Zorld¶s unification is felt both in architecture and in sSort.

:e can find similar Sarallelism betZeen architecture and sSort in history. Ancient 
Rome, steS by steS conTuering the 0editerranean region and beyond, sSreading 
around the recogni]able Sattern of imSerial architecture, and the system of games 
Zhich exSanded even more than Rome¶s territorial reach.1 At the beginning, 
games Zere something imSortant for Rome¶s identity, but rare and sSecial, 
organi]ed Must feZ times a year. At the end, in calendar there Zere  more festive 
days for games than the ordinary ones. At their start, the games Zere SoSular, but 
humble sSectacles, if comSared Zith excessive magnitude and cost they reached 
Zhen the (mSire Zas SoZerful, and later, Zhen it Zas already in decay. Rome 
conTuered other nations and cultures, but left them to live Zith their culture after 
they Zere believed to be SoZerless enough. Rome¶s hegemony, i.e. rule Zithout 
Sermanent use of Sressure and violence, consisted of feZ constant Sillars, and 
one of them Zere greater and more and more numerous sSectacles staged in 
monumental buildings. Initially, as /ukian has it, sSectacles Zere multiSlied 
to keeS Soor Roman populus in good mood, but they served for all the other 
SeoSles as Zell, esSecially after all groZn uS men in the (mSire became Roman 
citi]ens from 212 on.2 Presence of sSectacles and of imSerial architecture Zas 
a sign of SoZer, and symbolic sign of control over life itself. 7his sign Zas 
inviting, attractive and SoSular, Zhich means that it served its SurSose very Zell, 
much better than any Sossible kind of oSSressive Romani]ation. :ith the first 
emSerors, sSectacles became Srivilege of state and of the emSeror Sersonally: 
many of them, esSecially the gladiator games in amShitheaters, became 
comSletely monoSoli]ed and Sersonali]ed by the emSeror himself. 7he games, 
together Zith a system of buildings for them, sSread all over the country to alloZ 
each and every inhabitant to have one of them Zithin easy reach and Zere a tool 
of hegemony and of governance.3

7oday, sSort and sSort architecture are everyZhere, and their Sresence is a sign of 
belonging to global unified civili]ation. Stadiums are the most visible and visited 
Slaces everyZhere around the Zorld.4 It is Sossible not to have a museum, but 
not to have a Slace for sSorts Zould be a sign of real backZardness. 7he sSort 
netZork is sSread all around the Zorld. 7he International OlymSic Committee 
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has �8 global sSort federations included and 204 National OlymSic Committees 
in member states� FIFA has 209 national football associations as its members. 
Currently, there are 193 members of the United Nations, Zhich makes sSort 
associations and football associations among them more international and global 
than any other organi]ed relationshiS of global human race. SSort has become 
one of signs of the Sresence of global unity, and the symbol of unified global 
culture. 7his includes recogni]able Satterns of sSort architecture all around 
the Zorld. Not as a kind of imSerial style, because there are less monumental 
stadiums, as Sir John *uise SSort Stadium built and donated by China to Port 
0oresby of PaSua NeZ *uinea for the 1991 South Pacific *ames (Zhich still 
can host 50.000 sSectators), and more monumental ones, as Rungrado 0ay 
Day Stadium in Pyongyang Zhere, beside national football team and sSoradic 
athletic comSetitions, it is the Slace of Arirang festival Zhich honors .im Il-
Sung¶s birthday each ASril Zith a month long gymnastic exercises Serformed 
Zith Srecision and colorful movement of masses of SeoSle ± something Zell 
knoZn to those Zho still remember 7ito¶s birthday ± 7he Day of <outh festivals 
at 7he <ugoslav PeoSle¶s Army Stadium in Belgrade on 0ay 25.5  Of course, 
there is also a huge number of other sSort facilities and buildings, not all of them 
architecturally meaningful or great, but in ideal comSetition they all have their 
Slace at the chart Zhich shoZs a groZing netZork of unified and standardi]ed 
aSSearance of sSort and its sSecially designed sSaces and Slaces.

7he recent crisis and a bit older ecological and ethical concerns have changed 
sSort architecture in at least tZo asSects. One asSect is that there is a move from 
eternal monumentality Zhich often becomes a desert after a big event has Sassed 
by to temSorary structures Zhich can Sartly or comSletely disaSSear or turn 
into ³multifunctional´ ones. 7hey are not made for one use only. As Àexible 
and comSlex structures, these sSort facilities are functional, but not as a kind 
of traditional ³Surity´: Zhat they Zant to achieve is social resSonse Zhich 
acceSts them. Another one brings understanding of sSort and its architecture 
as a sSace of alternative culture or at least a Slace of difference from ordinary 
life. 7his alternative is neither radical nor revolutionary� it is Must creation of 
sSace Zhich is on the other side of comSeting individualisms and different from 
troubled communion of labor and caSital. 7his tZo-fold change has a slogan: 
³Architecture for humanity´. It is reÀected in /ondon 2012 OlymSic *ames 
architecture Zhich is Sredominantly simSle and built Zithout desire to excel and 
SerSlex. :ith tZo exceStions to the rule: ATuatic Center (=aha +adid Architects) 
and VeloSark (+oSkins Architects) Slanned to become Sermanent buildings for 
municiSal recreational use. But even they, Tuite attractive and monumental, have 
to Say tribute to demand of loZ energy costs and overall ecological concerns. 
7heir sSort use is different (cycling, B0;s comSetition� sZimming, diving etc.), 
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but they have something else in common: simSle symbolic structure� in case of 
ATuatic Center it is the Zater Zave, in case of VeloSark it is velodrome cycling 
curve. It already got a SoSular name: ³7he Pringle´. Different sources of symbolic 
shaSe but the result is Tuite similar. Still, these symbolic structures Zould like to 
exSress Coubertin¶s idea that Zhat Ze need are cathedrals of sSort, because they 
have to become neZ targets of mass Silgrimage, and because they reSresent a 
Slace of hoSe. +ere, ethical concerns of sSort are directly translated into aesthetic 
result: beautiful efficiency, Zhere everything is designed ergonomically, 
ecologically and on friendly terms Zith its surroundings (SeoSle and nature 
included) and financially sustainable. 7hat is Zhat is meant by contemSorary 
functional architecture: it is not Must adaSted to immediate function but it has to 
shoZ many social functional concerns, and at the same time offer sSort as Sart-
time solution to most if not all of contemSoraneity troubles. Charles Jencks�, 
visiting the OlymSic Village (Zhich, as usual, should become neZ /ondon 
neighborhood after the *ames), disaSSointed by the main stadium but thrilled 
by ATuatic Center and VeloSark, said that it Zas nice to see that /ondon and 
(ngland decided to use OlymSic *ames and their architecture for (uroSei]ation 
and egalitarianism. +e may be right or Zrong, but sSort architecture has become 
a statement and more than a statement: embodied ideology Zhich turns sSort into 
reason for hoSe in times Zhen there are not many other reasons. 7his kind of 
ideology is not aggressive as Shysical culture and sSort ideologies used to be in 
times of nationalism, militarism and�or totalitarianism. Aesthetically sSeaking, 
this ideology, Zhen confronted Zith realities of elite sSort or inaccessibility of 
sSort and health culture to most SeoSle, sounds slea]y but not aggressive.

Of course, these grandiose buildings are Must the toSs of the iceberg, Zith 
hundreds of sSort halls and other sSort and recreational facilities built for 
schools, municiSalities and other institutions, but also they mark the trend, and 
this trend is global.

But hoZ can something like sSort become global, unified, and omniSresent and 
even an obMect of sSecial tySe of architecture Zhich makes our global culture 
recogni]able and sSort something tySically universal and monumental" And 
Zhat SoZer is symboli]ed by global sSort and its architecture"

MASSIVE AND FINE

First and obvious condition, tySical for sSort during the last hundred years, is 
standardi]ation of sSace. 7here are certain rules Zhich determine hoZ each kind 
of sSort has to be Sracticed, including Slayground measures. 7here are other 
rules Zhich aSSly, like those of security, as in other Sublic buildings, but these 
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are determined by state authorities mostly. Standard shaSe of sSort Slayground 
is, hoZever, determined by sSort authorities, and is the same for any Slace on the 
(arth. For most imSortant international comSetitions these rules include even 
more SrescriSts Zhich go Zell beyond measurements of their Slaygrounds and 
determine number of seats, comfort for athletes and Mudges and Mournalists and 
general audience, accessibility, and facilities for grand media coverage. 7hose 
sSorts Zhich do not have global authority Zith SoZer to standardi]e their rules 
all around the globe, all facilities included, are not members of ³the family´. 
Standardi]ation of organi]ation of sSace and of its functionality has reached 
much higher level than any other rules and SrescriSts, for instance those for 
theaters or museums, hosSitals and even airSorts.

7his leads to another condition, that of concentration of SoZer. 7here is no 
global standardi]ation, including guidelines for global architecture, Zithout 
global SoZer to install and sustain eTual rules for sSort games all around the 
Zorld, Zith comSarability of results but also Zith ability to Mudge, Sunish and 
regulate, to manage and to sign good contracts. 7his SoZer greZ from a situation 
Zhen in different localities different sSorts Zere Slayed, rules Zere loose and 
negotiable and there Zere no authorities above single comSetition. Basic entity 
Zas sSort club, and from there on, during the last 150 years, local, national, 
and finally continental and global associations Zere constituted steS by steS. 
7his Syramid is extremely hierarchical if examined from civil society access, 
but also extremely Àexible if aSSroached from business side. No other Sart of 
culture acceSted SrescriStions of market and media orientation so Zillingly and 
so comSletely in short Seriod of time. SSort Zas the first domain to install global 
concentration of SoZer constructed from national civil societies¶ organi]ations 
into global institutions Zith all Srerogatives of indeSendent and sovereign SoZer 
but Zithout genuine internationality Zhich can be constructed by nation states 
only. At sSort field the sSort laZ governs as much as it concerns game itself but 
some out-of-game concerns too. For instance, universal anti-doSing control is 
done everyZhere according to sSort associations guidelines and rules including 
out-of-comSetition control and even anti-racism rules for behavior of audiences 
are modeled according to international associations and OlymSic Committee 
SrescriStions. Concentration of SoZer in sSort created certain state of exceStion: 
sSaces Zhere legal and caSital SoZer belongs to civil society associations and 
not only to nation state authorities. 7his does not mean that things did not change 
considerably from the first days Zhen sSort Zas more or less comSletely in hands 
of clubs, athletes, veteran athletes and those Zho helSed them Zith sSonsorshiS. 
If hundred years ago sSort SoZer emerged from civil society associationism, noZ 
it resides Zithin caSital ÀoZ. Ancient sSort management consisted of veteran 
athletes and reSresentatives of fans� noZadays, sSort associations and clubs 
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are governed by caSital management. SSort associations, sSort clubs and sSort 
recreation: they are all noZ Sart of management of caSital and their organi]ation 
changed into Sost-industrial Tuasi civil society surSlus value enterSrise. Nation 
state authorities and local Solitical SoZer enter this field Zith taxSayer¶s money 
to Sroduce develoSment effects, share the glory of sSort festivals and achieve 
much cherished sSort victories for their national and local communities. 7hey 
fight to become Solitically inÀuential but have to acceSt sSort associations rules 
even in that resSect, as Sroved by conÀict over Bosnia and +er]egovina football 
association leadershiS Zhich Zas not alloZed to aSSly ³Dayton´ idea of giving 
Sresidential Sosition to reSresentative of each entity for a Zhile during one term. 
For the sake of national success and to Srevent exSulsion they had to obey global 
FIFA and U(FA laZ and change their football constitution, Zhich in this country 
could never haSSen in any other domain. No Dayton in sSort.

SSort, hoZever, is not Must elite sSort covered by global media attention. /ooked 
uSon from this Soint of vieZ, it resembles Sroverbial icebergs Zhich have much 
more of their structure hidden beloZ Zater. One of imSortant features of this 
massive structure is mass itself. 0ass is not Must any grouSing of SeoSle, not even 
if they aSSear in great numbers. 0ass is a huge grouS of SeoSle reSresenting 
all strata of SoSulation, a mixture of different classes, sexes, ages, ethnic and 
national grouSs, races etc. 0ass is non-stratified aSSearance of otherZise 
stratified society and sSort is very good oSSortunity for masses because it is on 
the other side of ordinary life Zith its divisions and grouSing. 7his mixture, a 
tySical Sroduct of modernity, is at the same time the nightmare of modern order, 
believed to be inclined to excess and exSlosion.7 In high culture, even during 
democrati]ation of culture as official Solitics, mass grouSings Zere Srevented 
or Sut into frameZork of some kind of regulation. 7o regulate sSort masses, all 
kinds of regulations Zere introduced, including architectural set-uS and actual 
fences. Architectural rules noZ include urbani]ation of Zhole areas around 
greatest sSort obMects, including sSecial access corridors Zhere different Sarts 
of audience are isolated in their aSSroach to events and comSlete turn-around in 
Sresence of masses at obMects themselves. In the old times, some fifty years ago, 
fans Zere concentrated around Slayground, more or less in touch Zith Slayers, 
Zhile socially Srivileged Sarts of Sublic Zere Zatching from a greater distance 
and height. NeZ sSort obMects do not alloZ for direct contact betZeen audience 
and sSort field and Sut most Srivileged SeoSle near Slayground Zhile ³masses´ 
are under suServision and control, isolated in their sSecial segments and sectors. 
But, for sSort, massive Sresence of SeoSle has another characteristics as Zell: that 
of huge number of real and Sotential consumers Zho Sractice sSort and therefore 
buy sSort reTuisites, come to sSort events as those Zho consume even more than 
Sroverbial urban one-day guests and are ready to Say for healthy image sSort as 
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Zay of life offers. :hat noZ already ancient +ugh +efner¶s ³Playboy´ and even 
his later folloZer ³Playgirl´ SroSagated is that Slay is first sSort and then sex 
and other Sleasures: one has to look good and healthy, or, one has to Sretend it.8 

7his change of social structure on stadiums for mass sSort entertainment Zas 
facilitated by another characteristic Zhich is mentioned in connection Zith 
contemSorary sSort from the early days of mediati]ation and on.9 7oday, easy 
accessible sSort Srograms are everyZhere in virtual sSace, in every home, at 
anybody¶s desk(toS). (xSerience of sSort at the sSot became closer to that of 
theatre: to share the same Shysical sSace is the elite difference if comSared Zith 
Slebeian and ordinary being Slugged-in by media, Zhere you can get much 
more visual and other information, sSecial suSSort by image and voice to make 
even most dull events sensational and get connected Zith movement from 
SersSectives Zhich are out of reach for those Shysically Sresent at the event. 
One of the results of this change Zas that fans (³real fans´, as they Zould define 
themselves as oSSosed to those Zho Zatch from their armchairs) are noZ the 
Srevailing Sart of sSort audience at the sSot, another is that sSort facilities and 
buildings are Slanned and executed Zith much more care about visitors¶ comfort 
± and comfort of media (esSecially accessibility and visibility for cameras and 
infrastructural suSSort), Zith a conseTuence that Shysically Sresent audience 
aSSears as ³reSresentative´ grouS for those Zatching from media distance, Zhich 
turned sSectators on the sSot into theatrical grouS aSSearing on 7V, similar to 
those Zho aSSlaud or laugh at sitcoms and other 7V Srograms (or, if Ze Zant to 
get atavistic, to ancient *reek chorus). But those Zho laugh at 7V sitcoms are 
usually invisible Zhereas sSort sSectators aSSear. 7he Zhole sSort facility Zith 
its architectural suSSort is noZ a stage. 7his is the most imSortant change for 
sSort because all mediati]ed sSorts changed their rules to make themselves both 
more Zatchable from the armchair and more theatrical in their Shysical Sresence. 
NeZ sSort architecture has to suSSort this total staging of the event, Slayers and 
audience included. And it aSSears itself as monumental background, at moments 
as the front even as Zith the helS of air vieZ used at the biggest events to create a 
feeling of monumentality and imSortance. As a result, even architecture is made 
not Must for the beholder Zho aSSroaches and occuSies the building. It is created 
for the eye of the camera much more than any other kind of architecture. Is there 
any kind of architecture to aSSear as globally and as often as sSort architecture" 
Not even :hite +ouse or Bilbao museum can comSete Zith football stadiums 
and grand halls of sSectacle.

Standardi]ed global models, concentration of (civil society, state and 
international) SoZer, mass entertainment Zith need to control Sublic sSace and 
Sublic resSonse and total mediati]ation: all these together are circumstances 
Tuite favorable for architectural aSSroach, but less oSen for exSeriments and 



S A J _ 2012 _ 4 _

183

/e
v 

.
re

ft 
B 
Ar

ch
it

ec
tu

re
 t

hr
ou

gh
 S

po
rt

Sostmodern manifold architectural languages: even oil station can survive Zith 
Sostmodern architecture¶s aSSroach, including ma]es, mirroring and mixture of 
languages, but sSort Sremises cannot. Starting from the field Zhich has to be 
done according to the rules, things are functionally defined, but this functionality 
does not have to be minimi]ation of sSace and its shaSes to bare functionality as 
in functionalism. 4uite contrary, monumentality noZ goes together Zith comfort 
and visual Sleasure. 7aken all together, sSort architecture is exSected to suSSort 
and make aSSearance of sSort and sSort events co-oSerate as massive and fine 
at the same time.

:here did this massive and fine sSort arrive from historically"

DEPORTATION

:ord sport is the (nglish form develoSed from older French and other Roman 
languages de(s)portes, from /atin deportare, a member of Zell-develoSed family 
Zhich today includes Sort, imSort and exSort, transSort, suSSort, deSortation and 
many others. +oZ can sSort and deSortation belong to the same roots" Initially 
there is a verb, a movement Zhich involves carrying from one side to another, 
across dividing line and Zhich, hoZever, has its oSening Zhich alloZs for 
Sassage. It involves, of course, a change of location, but together Zith a change 
of location it involves a change of regime as Zell: for better or for Zorse. In 
deSortation, obviously, change for the Zorse Srevailed, and it noZ means that a 
Serson Zas exSelled from its ³home´ someZhere else against his or her Zill, and 
Zas Sut under control of sSecial regime, usually administered by the nation state. 
It is not a situation, as that of exile, but movement from one regime to another. 
It is similar Zith sSort�de(s)Sortes: it denotes those Sastimes and Sractices Zhich 
cannot enter the territory of ordinary life. Ordinary life is life Sut under certain 
order, usually suSSorted by legislation and alZays administered by SoZer of 
some kind. 7o be inside sSace of administered order is safe but less free. Outside 
the sSace of administered order are those activities Zhich are not alloZed to 
enter the sSace Zhere SoZer reigns but are alloZed to go on beyond its limits. 
7his Zas a case of the theater in ShakesSeare¶s time: it Zas not alloZed inside 
city Zalls, so it had to exist on the other side of the 7hames, Zhere all other 
sSorts from Srostitution to 0ay carnivals had their Slace. Revolution Zanted to 
get rid of theater, even art as such: it Zas a Puritan event. Only after *lorious 
Revolution theater Zas alloZed inside /ondon¶s Zalls. At the same time, it Zas 
tamed by architecture and entered its Srogress toZards Italian theater model, 
Zhere hierarchy of audience Sut all visitors in their SroSer Slaces to reSresent 
society as such together Zith social caSital and social divides each stratum 
reSresented and inhabited.
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SSort, hoZever, remained on the other side of order for Tuite some time, until 
the 20th century. And it did change its scoSe from all kind of activities Zhich 
Zere conducted Zithout restraint of Sublic order or realms disciSline at the same 
time. :hich means that ³sSort´, at the end of the 19th century even in (ngland 
could still mean an easy Zay to understand the laZs of mathematics, or, all 
kinds of activities Ze call ³hobbies´ noZadays. :hat ³sSort´ amounted to Zas 
not only Shysical activity sSent in comSetition, it covered all activities Zhich 
belonged to leisure time. 7his, by the Zay, exemSlifies hoZ division of sSace 
(territory of order vs. territory of leZdness) turned into division of time (labor 
time vs. free time), but it also makes visible hoZ architecture entered sSort: as 
one of the tools Zhich had to turn Slebeian Zild and free entertainment into ³fine 
sSort´, and at the same time alloZ for its entrance into organi]ed and suSSorted 
leisure. Organi]ation of sSace, Zhich enters theater (earlier) and sSort (later) as 
a result of sSecific cultural turn from Slebeian to fine entertainment is essential 
for modern society in Zhich SeoSle have to be free and under control at the same 
time. 7hey have to be free because they are exSected to aSSear on the market, 
at least Zith their ability to exchange labor for caSital, but they also have to be 
under control even during their free time to make Srivate oZnershiS of the means 
of Sroduction safe. 

CONCLUSION

7he Srocess Zhich took sSort aZay from its Slebeian roots to Sroduce mass 
sSort recreation and sSort mediati]ation, Zhich Sut sSort under control of 
international associations turned into caSital corSorations and Zhich develoSed 
sSort into global sensation and sSectacle is at the same time a Srocess Zhich 
Sroduced sSort architecture as Sart of global investment in sSort economy and in 
³sSorti]ation´ of urban environment. 7hat sSort turned into Srofitable business 
on grand scale and at the same time managed to become grand global sSectacle, 
are the tZo fundamental moves Zhich changed sSort and its architecture during 
the last fifty years. During this change, it Zas hoZever most imSortant to keeS 
and even inÀate sSorts¶ attractiveness, esSecially media attractiveness, and its 
³democratic´ accessibility to all strata of society, again, esSecially through 
media. :e remember :alter BenMamin Zith his claims that masses demand 
aesthetic Sleasure to get as near as Sossible and that they demand technical 
reSroducibility of aesthetic Sleasure and thrill. 7here is no doubt that these tZo 
directions shaSed contemSorary sSort. But, imSortant even in architectural terms: 
+oZ near is near" 7o be near reSresents a break betZeen my body and the obMect 
Zhich is near to it: minimal break SerhaSs but still a break and not immediate 
access or even a direct touch. It seems that the most imSortant change in sSort 
architecture during the last decades is constant and Sersistent introduction of 
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³break´ and ³gaS´ in sSorts¶ Sublic sSace. SSectatorshiS, obviously, is so 
different from traditional Sresence at sSort games that it demands a gaS betZeen 
audience and event even if it is near to invisible. And most of the time it is 
not invisible anyZay, Tuite the contrary, because these breaks and gaSs Zere 
introduced together Zith safety concerns so that these obstructions and fences 
are not Must like (nglish garden¶s ³ha-ha´ but real and Tuite visible thing. 7hose 
Zho remember Srevious arrangements, some fifty years ago, could say that then 
it Zas Sossible for audience and Slayers to get together immediately after the 
game came to an end. 7his Zas sometimes aZkZard and unZelcome, sometimes 
even violent but the need to install the line of divide did not burst out Must for 
safety reasons. It Zas installed to divide tZo scenes Zhich both became so 
imSortant for mediati]ed sSectacle: Shysically Sresent Sublic Zhich embodies 
reSresentation of all the others Zho Zatch Zithout Shysical Sresence at the sSot 
of the game and Shysically Sresent Slayers. 7he division betZeen media Sublic 
and live audience demands that this division is enacted to mark the imSortance 
of media audience through reSresentation. 0asses Zant their aesthetic Sleasure 
to be as near as Sossible but not Zithout division: Zhat they Zant is theatricality, 
and not (Shysical) absorStion. If Ze think about the idea behind fan grouSs, 
Zhich are something very different from much older suSSorters of the club, this 
idea means glorifying  your chosen comSetitor and Sutting it on the Sedestal, not 
(as it used to be) to become eTual immediately after the match, drinking beer 
together and discussing Zhat Zent right or Zrong. 7he distancing in nearness, 
this ³having all at a griS of a hand´ aSSroach of neZ media, does not alloZ 
for intimate relationshiS betZeen Slayers and their Sublic. And that it is Zhat 
contemSorary architecture takes care of as Zell.

DeSortation, as original meaning of sSort as being deSorted from realm of 
imSosed rules of behavior (scene) into realm Zhere you can Sractice Zhat you 
like (obscene), aSSlies in these neZ circumstances in reverse direction. SSort 
has finally become ³fine sSort´ and has been arranged and administered as 
such. Being simSlified and regulated more and more to aSSeal to Jederman 
of 0edia ReSublic and turned into accessible healthy Sractices of fitness and 
Zellness (Zhich reSresent negation of sSort as comSetitive Moy and of Shysical 
culture as triumSh of collectivity), sSort is in danger of getting disconnected 
from its original background in Slay. :hat is lacking in Srecise, efficient and 
goal-oriented recreation is Srecisely ± Slayfulness of sSort� Zhat is needed in 
enormously groZn and develoSed system of Srofessional sSort, sSectaculari]ed 
and divided from its audience by its architecture, is some real, corSoreal and 
sensual Sleasure and less of distant theatricality created by imSosed limits of 
sublime sSectacle. Both sSort and architecture should not get disconnected from 
their origin: ³It¶s about body, stuSid�´



S A J _ 2012 _ 4 _

186

On Solitical imSact of Roman games and architecture, including comSarison Zith *reek festivals, 
see: Paul Plass, The Game of Death in Ancient Rome: Arena Sport and Political Suicide (0adison:
7he University of :isconsin Press, 1955). Famous Juvenal
s accusation or Roman plebs Zhose 
communal desire Zas reduced to ªpanem et circenses© (bread and circus) is from his Satire 10 (in 
/atin ± httS:��ZZZ.thelatinlibrary.com�Muvenal�10.shtml).
Roman citi]enshiS Zas given to all free male subMects of emSire by Caracalla Zith his Constitutio 
Antoniana in 212.
On Roman hegemony in sSectacles, see my article ª7ertullian i +egelova romantiþarska forma 
umetnosti©, TkH, 3(�), 2003, �9-81.
On criticism of OlymSic games and OlymSic movement, see: /Mubodrag Simonović, Olimpijska
podvala »božanskog Barona« Pjera de Kubertena (Nikãić: Univer]itetska riMeþ, 1988) and 
/Mubodrag Simonović, Filozofski aspekti modernog olimpizma (Beograd: Simonović, 2009). 
Another and similar case against OlymSic games can be found in Zorks of Jean-0arie Brohm, 
esSecially in. Jean-0arie Brohm, 1936: Les Jeux olympiques á Berlin (Bruxelles: Andrp Versaille,
2008). and Jean-0arie Brohm, La Tyrannie sportive: Théorie critique d'un opium du peuple (Paris:
Beauchesne, 200�).
On 0ay 25 festival, see: ³/ev .reft, Days of <outh: Political Aesthetics and Physical Culture,´ in
Sporting Reflections: Some Philosophical Perspectives, ed. Sheridan +., /. +oZe and ..
7homSson (Oxford: 0eyer	0eyer SSort, 2007), 8-19.
Charles Jencks is one of most outstanding architectural theorists of Sost-modern architecture, 
starting from global bestseller The Language of Post-Modern Architecture (N<: Ri]]oli, 1977). 
+is inÀuence on theories of Sost-modernism, and of contemSorary architecture is Tuite substantial. 
In relation to difference betZeen modernism and Sost-modernism, Jencks belongs to those Zho 
see Sost-modernism as another kind of modernism.
For tZo tySical cases on this fear of the masses Zhich are inevitable comSonent of modern life, 
see: *ustave /e Bon, La Psychologie des foules (1895), available at: httS:�envole.net�enote�
doc�20080418-*ustave-le-bon-Ssycho-des-foules-alcan.Sdf , and in translation as Psihologija 
gomila (Beograd and ýaþak: .ukić and *radac, 2007). Ortega y *asset, The Revolt of the Masses 
(1930), available at httS:��Sinkmonkey.com�library1�revolt�Sdf.
On +ugh +efner¶s male style of indeSendent life, and on ªPlayboy© architecture, see: Beatri] 
Preciado, Pornotopía: Arquitectura y sexualidad en “Playboy” durante la guerra fría (Barcelona: 
Anagrama, 2010).
On the imSact of masses on culture, see: :alter BenMamin, Eseji (Beograd: Nolit, 1974). esSecially 
his essay ª7he :ork of Art in the Age of 0echanical ReSroduction©, Zhich can be accessed in 
(nglish at: httS:��design.ZishieZashie.com�+7S�:alterBenMamin7he:orkofArt.Sdf.
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SPACES OF DISAGREEMENT

A B S T R A C T

7he text asks hoZ dissent can be organi]ed sSatially. Although, 
taking recent develoSments in arts, architecture and urban 
Slanning into consideration, the focus is Sut on tZo SroMects 
of the artist and architect ASoloniMa âuãterãiþ: the cafp KAFIČ, 
commissioned by *alerie f�r =eitgen|ssische .unst /eiS]ig, 
and the Community Pavilion in +ustadt, commissioned by the 
municiSality of Bochum. FolloZing these examSles the text 
discusses the Sossibilities of hoZ to transmute social antagonism 
into agonism thereby creating a vibrant Sublic sShere that alloZs 
the exSression of comSeting notions, oSinions and aSSroaches.
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At the most general of levels, architecture and urban Slanning seek to 
organi]e sSace. 

+oZever, Zhat if there is no consent hoZ to do that" 7his is increasingly 
the case Zhen it comes to Sublic sSaces. :hat if authoritarian Slanning ± 
able to reSress conÀicts of interests ± is not legitimate any longer" :hat 
if, municiSal authorities, Slanning committees, entreSreneurs, housing 
associations and residents are neither able to come to an agreement Zith one 
another nor Zithin the grouSs themselves" For some years noZ ± aside from 
architects and urban Slanners ± artists have been invited to find solutions 
for SarticiSation and inclusion. Ironically, they are Tuite often asked by 
architects and urban Slanners to Moin them. It might also be fair to say that in 
this regard art is overloaded Zith exSectations. Artists are rightly critical of 
this. 7he artist, .ristina /eko, for instance, clearly does not acceSt the idea 
that art can solve Sroblems or comSensate for societal deficiencies and relieve 
Solitics of its resSonsibilities. In her vieZ µart cannot reSlace urban Slanning 
or other social disciSlines¶. /eko is interested far more in the social Sotential 
of art itself, Zhich she believes has the caSacity to ³generate changes in 
relationshiSs and SerceStions.´1 

+oZever, the exSectation that art might comSensate for societal deficiencies, 
sSecifically the disintegration of Sublic life, has not merely emerged in recent 
years. 7his notion Zas already aired in 1973 at the Deutscher Stldtetag in 
Bremen and featured in an asSirational SaSer on µart in Sublic sSaces¶. In 
vieZ of the ongoing debate concerning the disintegration of Sublic life and 
urban living sSaces, Sedagogical and socio-Solitical demands Zere noZ being 
imSosed on art, Zhich Zas to stimulate communication, combat isolation, 
create neZ room for manoeuvre and act as a counter-balance to the constraints 
imSosed by the constraints of daily life.2 ASart from the fact that art is regarded 
here as an instrument of sorts, all these demands are based on the same conceSt 
of Sublic life: ideally it is conceived by eTuals as a sShere for eTuals. But 
Zhat if this ideal entity no longer exists" :hat if different socialisations have 
formed regardless of toSograShical considerations and exist in Sarallel to each 
other, if an µentity¶ is not even imaginable any more" 

7o discuss these issues Srofoundly I Zould like to take uS one examSle: the 
Zork of the artist and architect ASoloniMa âuãterãiþ. Concretely I Zould like 
to Sresent tZo SroMects, one she did for /eiS]ig and one for Bochum, both in 
*ermany.3
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In 2009 ASoloniMa âuãterãiþ and 0eike Schalk acceSted my invitation to 
redesign the cafp at the Stiftung *alerie f�r =eitgen|ssische .unst (*f=.) 
in /eiS]ig. 7he neZ KAFIČ ± the name that Zas ultimately chosen for the 
refurbished cafp ± Zas to be a Slace that not only exSressed diverse cultural 
exSeriences but Zhere different cultures could meet, creating and sharing 
sSace Zith each other. 7his idea Zas similar to that of +ustadt in Bochum. 
7here Zas also a similarity in the fact that the cafp Zould oZe its existence 
to so many Sarties besides the *f=. ± the authorities, various associations, 
municiSal SartnershiSs and numerous volunteers. âuãterãiþ and Schalk made 
a Sarticular Soint of Zorking Zith grouSs Zho are not normally esSecially 
visible and Zho have little or no sSace of their oZn in Sublic life. 7hese grouSs 
Zere to be exSlicitly given sSace� besides being invited to contribute to the 
refurbishment of the cafp they Zere to make this sSace their oZn and use it 
as a meeting Slace. Ultimately ± again like the +ustadt SroMect ± KAFIČ has 
taken some time to reali]e. Over the course of tZo years a series of ZorkshoSs 
took Slace, on toSics including the basics of furniture construction and hoZ to 
Zork Zith textiles, Zhich have seen the tZo artists making a series of visits 
to /eiS]ig. Strictly sSeaking the cafp is still not finished ± it is still constantly 
changing even although it is already in business.

7here is, hoZever, a fundamental difference betZeen /eiS]ig and +ustadt in 
the commissioning client: in Bochum it Zas a municiSal authority, in /eiS]ig 
it is a contemSorary art institution. 0oreover the Sublicly funded SroMect in 
Bochum Zas much more exSosed and the financial imSlications that much 
greater. 7his Zas an urban develoSment SroMect, for Zhich an artist Zas 
invited to take uS a residency and to become involved in the redesign of the 
BrunnenSlat] in +ustadt. For some decades noZ this Sart of Bochum has been 
undergoing a Srocess of immense transformation. Over the years it has moved 
on from the initially utoSian asSirations of its beginnings in the 19�0s and has 
Srogressed toZards Zhat might be described as a lived reality of different life 
models. 7oday this Sart of Bochum has a culturally mixed SoSulace Zith very 
different ideas on social co-existence. In addition to this there are the many 
assumStions, classifications and notions Sresented in the Sress and media on 
Zhat it means to live in +ustadt or to administer this µcity in a city¶. +ustadt 
is a highly comSlex Zeb of connections and vested interests, of Solitical, 
economic, social and artistic aims� there are the needs of its residents, Zho 
value loZ living costs and informal netZorks, and the asSirations of its local 
Solitical leaders, Zho are determined to raise the standard of living and to 
increase the aSSeal of this district as a Zhole for µnot-already-+ustadters¶. As 
yet, in +ustadt there is no viable Sublic sSace Zhere, desSite the diversity of 
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origins and vieZs, residents can come together to discuss common concerns, a 
sSace that is eTually oSen to all, that individuals can identify Zith.

7hat Zas the situation âuãterãiþ found Zhen she embarked on her SroMect in 
+ustadt� her SroMect there had to contend Zith different ± one might also say, 
comSeting ± interests and forces to those of the cafp SroMect in /eiS]ig. For 
one thing is true of all art SroMects in Sublic sSaces: they are oSen to criticism, 
they are exSosed ± much more than in the Srotected realms of an art institution. 
Different codes aSSly, different modes of SerceStion and a different Zillingness 
to engage, or rather not to engage Zith an art SroMect. Art in Sublic sSaces is 
more controversial and sometimes even literally destroyed. At times it is used 
as a Solitical football, more often it is Must ignored.

7here is also the fact that Zith time notions of both art and Sublic sSaces have 
radically changed. Although Ze might aSSlaud the fact that SeoSle have a more 
differentiated understanding of art in Sublic sSaces, the overall situation has 
not become easier, because this also means that exSectations of art in Sublic 
sSaces have been raised. In other Zords, art that is aSSreciated for its oZn 
sake, regardless of its surroundings, has noZ been Moined by site-sSecific art, 
art-in the-Sublic-interest and neZ-genre-Sublic art.4 7he demonstrative lack 
of connection betZeen Zork and surroundings Zas met in the 19�0s and 70s 
Zith the neZ demands of site sSecificity, Zhereby the Sarticularities of a Slace, 
its situation, its history and its function all Slayed into the artistic conceSt. 
Increasingly municiSal authorities, Slanning committees, entreSreneurs and 
housing associations involved artists in the design of Sublic and semi-Sublic 
sSaces, in the hoSe that the urban exSerience in their city Zould be enhanced 
by art, in order to foster Sositive identification and Sublic life. In the 1980s 
the Sotential of art in Sublic sSaces Zas often reduced to financially beneficial 
image and location factors. For some years noZ, be it in the (ast or the :est, 
in *ermany or elseZhere, artists have been invited to actively engage Zith 
social transformation and Zith the Slaces affected by change, to come uS Zith 
SroSosals for neZ uses and changes of use, and�or to stimulate SarticiSation 
and a sense of community. 7he exSectations of art in these circumstances 
are immense� in the best case scenario these days artistic, socio-cultural and 
Solitical asSects come together, Sublic life is enhanced, value is added and a 
Sarticular image Solicy is Sursued. Interestingly, at various times each of these 
asSects individually has dominated the discourse and counter-discourse on art 
in Sublic sSaces: in the 1970s the focus Zas on Sublic life Ser se, in the 1980s 
it Zas ± at least in the :est ± on image Solitics and in the 1990s it Zas on self-
emSoZerment. 7oday there is a drive to combine all of these asSects.
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In her +ustadt SroMect ASoloniMa âuãterãiþ addresses SeoSle and grouSs Zith 
Zidely diverse ideas and attitudes: SeoSle Zith very different roots, Zith 
assorted cultural backgrounds ± students, children, young SeoSle, adults and 
old SeoSle, some Zho have Must moved to the area, others Zho have lived 
here for many years. âuãterãiþ¶s SroMect is notable for the fact that from 
the outset she took a de facto divergent sSace as her starting Soint and set 
out to investigate existing (antagonistic) sSaces in terms of their Sotential 
for a coming together in diversity. 7hese antagonistic sSaces are Solitical, 
economic, social and cultural (Zhich these days also crucially includes the 
media) in nature� they interconnect and overlaS, they attract each other, they 
reSel each other and come into conÀict. :ithin and by means of her SroMect 
âuãterãiþ creates a conceStual, substantive and sSatial frameZork that alloZs 
individuals (SerhaSs for the first time) to reconsider their oZn attitudes in light 
of other attitudes, to articulate different aSSroaches and to seek out common 
ground ± hoZever temSorary that might be. 7he creation of frameZorks that 
make this form of encounter Sossible Zas of course not achieved merely by 
constructing the Savilion that, shortly before its oSening, Zas suddenly the 
focus of media and Solitical attention� for this Zas the culmination of a lengthy 
Srocess that started in 2008 and continued until and beyond the inauguration 
of the big Savilion ± the Community Pavilion. 0aterial and immaterial factors 
are eTually imSortant in this SroMect: these include numerous formal and 
informal meetings Zith +ustadt residents, ZorkshoSs, discussions, but also 
the mobile-Shone-camera SroMect Zith students, the children¶s Slanting action, 
the temSorary Savilion, the cafp and noZ the big Savilion Zith its summer 
kitchen, its Zelcome areas, stage and oSen-air cinema. µBeyond¶ the day of the 
official oSening also means that the SroMect is set uS in such a Zay that it can 
accommodate change ± Zhile certain functions may come to an end, neZ ones 
Zill come to reSlace them.

At this Soint it is SerhaSs Zorth mentioning that âuãterãiþ is  als o a trained 
architect. +er aSSroach in this SroMect has been thoroughly µarchitectural¶. She 
has designed a sSace, but a sSace that is not static ± it is Àuid and arises from and 
is altered by countless actions and movements involving numerous individuals. 
7his intrinsically differentiated, multiSle sSace that is fundamentally grounded 
in +enri /efqbvre¶s conceSt of sSace, 5  forms the basis of âuãterãiþ¶s aSSroach. 
In her SroMect for +ustadt her aim has been to create a sense of Sublic life in this 
socially differentiated, multiSle sSace, Zhich alloZs individuals to negotiate 
Sossible shared issues Zithout having to deny differences. 

âuãterãiþ¶s efforts to µcreate a Sublic sSace¶ of course have to be, in the best 
sense, someZhat utoSian. Fundamentally, her Community Pavilion and 
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various related activities constitute a statement ± a Sossible, contemSlatable or 
imaginable version of community and Sublic life. In so doing she highlights 
the imaginative Sotential of utoSias ± as alternatives to the status Tuo and as an 
insSiration to create societal sSaces Zith emanciSatory energy. Interestingly, it 
seems these days that not only has utoSian thinking very much been Sushed 
into the background, Ze have also Zitnessed the demise of various SroMects 
designed to Sromote the SartnershiS of all social grouSs in Solitical, economic 
and cultural life. PerhaSs one Zay of reading âuãterãiþ¶s Zork is to see her 
concrete actions, her activities and SroMects, as a Zay of alloZing a utoSia 
to momentarily loom into sight and of airing the Sossibility of community-
oriented attitudes and behaviour in an increasingly diverse society. 

For the SroMect in +ustadt is and Zill alZays be tied to the reality of this Sart 
of Bochum. PeoSle and grouSs are addressed here Zhose attitudes and vieZs 
are by definition Solarised. ComSeting notions, oSinions and aSSroaches come 
together and go head to head� they clash and can lead to conÀict. âuãterãiþ¶s 
SroMect has created a frameZork that makes it Sossible not only to reÀect these 
but also to transmute social antagonisms into agonies. 7his in turn, to cite 
Chantal 0ouffe, leads to µa vibrant agonistic Sublic sShere¶ in Zhich different 
attitudes can be confronted Zith each other and conÀicts are given µa legitimate 
form of exSression¶.� And this in turn Srovides the conditions Zhere individuals 
can discuss differences and Sotential common ground, Zhere communities 
might Must stand a chance of forming. In Sractical terms the situation is not 
alZays Sleasant, as Zas already aSSarent at the oSening celebrations for the 
Community Pavilion. 7he celebrations began Zith a Srogramme Sresented by 
various grouSs from +ustadt ± from a Zomen¶s choir to a raSSer. âuãterãiþ 
organised the evening Srogramme, to Zhich she had invited other artists and 
myself as sSeaker. But this second Sart of the oSening celebrations Zas initially 
droZned out by children, young SeoSle and adults Zho Zanted to Slay, dance 
and sing, and Zho neither had any interest in âuãterãiþ¶s Srogramme nor felt 
like handing over µtheir¶ stage to a small grouS of art enthusiasts. <ou could say 
that this Zas the litmus test for âuãterãiþ¶s SroMect: after an intermediate Seriod 
of mutual Sersuasion and intense comSetition for temSorary Serformers¶ rights 
âuãterãiþ¶s Srogramme Zent ahead one hour later than Slanned. Ultimately a 
number of +ustadters even Moined the audience. I even gave my lecture ± no 
matter that I had to shout for the first ten minutes, Must to make myself heard. 
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NOTES
7ranslated from the *erman by Fiona (lliott

.ristina /eko, ³*esellschaftliche Verlnderungen, Selbstermlchtigung und Imagination,´ in: 
Schrumpfende Städte, vol. 2, Handlungskonzepte, ed. PhiliSS OsZalt. (Ostfildern�Ruit: Cant], 
2005). S. 501.
On this, see also Claudia B�ttner: Art goes public. (0�nchen: Schreiber, 1997). S.137.
7his text is based on tZo lectures I did on invitation of ASoloniMa âuãterãiþ, one about the KAFIČ 
at the *f=. in /eiS]ig in 2010, and the other one about her Community Pavilion in +ustadt, 
Bochum, 2011. 7he latter Zas held on the occasion of the inauguration of the Savilion. An 
amended version of this lecture Zas Sublished for Artes 0undi, :ales.
See above all 0iZon .Zon on site sSecifity: 0iZon .Zon, One Place after Another: Site Specific 
Art and Locational Identity. (Cambridge� /ondon: 0I7 Press, 2002). 
+enri /efqbvre, The Production of Space, trans. Donald Nicholson-Smith. (Oxford: Basil 
BlackZell. 1991).
Chantal 0ouffe, On the Politica. (Abingdon and NeZ <ork: Routledge. 2005). SS. 4 and 7�. 
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In this text, I am going to attemSt, in a broad historical SersSective, to mark the 
difference betZeen the traditional, modernistic monodisciSlinary aSSroaches 
and the contemSorary, interdisciSlinary methodologies in studying artistic, 
i.e. media Shenomena. 7he basic difference that seSarates classic social and 
humanistic aSSroaches from the Shenomenon of interdisciSlinarity is a cut 
in the interSretation of the notion of culture. In modernistic key, culture is 
determined exclusively Zithin the oSSosition: high, elite vs. mass culture. As 
oSSosed to this, in Sostmodernistic key:

Culture is sSilled all over society� it becomes omniSresent even in the 
minutest, banal details of everyday life. /osing the aura that it gained 
in the modern age, ceasing to signify the sSecial and the most valuable 
field of human action, Sostculture backs aZay from the conceSt of 
value, universality, Tuality, suSeriority and indeSendence in relation 
to the SoZers of economy and Solitics, becoming a sSace Zhere they 
mingle into symbolic ansZers of different social grouSs and individuals 
to their action.1

Classically, elitist and humanistic oriented interSretation of culture can be 
related to the very beginnings of  modernity forming, i.e. to the beginnings 
of constituting social- humanistic scientific disciSlines, on one hand and the 
conceSt of the autonomy of art, on the other hand. J�rgen +abermas, referring 
to the settings of 0ax :eber, considers that the modern conceSt of culture 
occurs Zith the (nlightenment¶s SroMect: culture of modernity occurs Zith the 
seSaration of idea of the reason from the Srevailing ideas of that time ± religion 
and metaShysics. In the mature 18th century, once united system of classical 
knoZledge, i.e. theological vieZ of the Zorld, is seSarated into indeSendent, 
autonomous fields of science, morals and art: human action, thus, becomes 
sSlit into Ä sSecial asSects of validity³- to truth, normative correctness, 
authenticity and beauty. +uman cognition of the Zorld becomes reduced to the 
issues of obMective, rational knoZledge, secular Mustice and morals and taste. 
Additionally, rational, exact, obMective cognition of reality becomes reserved 
for science, Zhile sSontaneous, irrational, intuitive and exSressive creation for 
the autonomous  field of art (Zhich is the difference that Immanuel .ant Zill 
define as a difference betZeen the Sractical mind and the Mudgment of taste, 
Zhat Zill become the basis of all modernistic characteri]ations of  the Zork of 
art). According to +abermas,

Science, theories of morals, MurisSrudence, Sroduction and criticism of 
art, could be all institutionali]ed. (ach field of culture could resSond 
to cultural Srofession Zhere the Sroblems Zould be treated as a Mob for 
sSecial exSerts. 7his Srofessionali]ed treatment of cultural tradition 
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brings into focus internal structures of each of the three dimensions of 
culture. 7hese structures are: cognitive-instrumental, morally-Sractical, 
aesthetically- exSressive rationalities, each of them controlled by a 
sSecialist, Zho seems more eager than other SeoSle to folloZ the logic 
in these sSecial fields. As a result, there is a groZing distance betZeen 
the culture of exSerts and the culture of broader audience. :hat becomes 
culture, through sSeciali]ed treatment and reÀexion, does not become 
directly and necessarily the containing element of the everyday Sractice.2

7herefore, this is the moment  not only of establishing the modern 
understanding of culture as an exclusive and elite segment of  human sSirit 
and the Sractice of Sroduction of universal values, but also the moment of 
formation of theory of art in the modern sense. +oZever, the theory of art 
imSlies different sSecialist disciSlines develoSed in the autonomous social and 
humanistic sciences (history of art, aesthetics, sociology of art, Ssychology 
of art, etc). 7his is a radically neZ situation, because in the late 18th and 
the early 19th century, first of all aSSeared the mentioned sSeciali]ation and 
simultaneously the metalinguistic relationshiS betZeen art and culture on one 
hand, and science, i.e. the theory of art, on the other hand:  in that sense, the 
theory of art is a system of ³second level´ language, metalanguage, Zhose 
goal is a rational, an obMective, and a systematic research and exSlanation of 
the ³first level´ language of art.3 7his division betZeen theory, i.e. science and 
art, is a Shenomenon that had not existed before the 18th century: moreover, 
before the (nlightenment, it is hard to even discuss  the existence of art in 
the Zay Ze understand it today. In the antiTue Seriod, art is reduced to a 
form of manual skill, Zhich is a conseTuence of a sSecific systemati]ation 
of knoZledge of that time. 7he entire classical knoZledge Zas organi]ed 
according to seven liberal arts, i.e. Septem Artes Liberales� these seven liberal 
arts Zere divided into tZo grouSs: so-called trivium (grammar, rhetoric and 
logic) and so-called quadrivium (arithmetic, geometry, astronomy and music). 
Both of these categories made a circular, comSrehensive knoZledge, so-called 
paideia. Painting and sculSture did not belong to this grouS of liberal arts� 
the status of liberal arts these disciSlines gained in the Seriod of Renaissance 
Zith the occurrence of Studia Humanitatis.4 So, in this Seriod, there is still 
no modern relationshiS of the seSaration of artistic theory and the artistic 
Sractice (metalinguistic relationshiS betZeen first level language of arts and 
second level language of theory)� exactly the oSSosite, in the Renaissance, 
both Sractical and theoretic segments of art  served the SurSose of  cognition 
of the obMective aSSearance of the surrounding Zorld (an artist as a uommo 
universalis, and a Sainting as a Ä ZindoZ to the Zorld³)� in other Zords, the 
renaissance art is still, in the original sense Ätheoretical³.5
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7he seSaration betZeen the artistic Sractice and the artistic theory comes Zith 
the aSSearance of modern aesthetics Zhose caring idea Zill exactly be the 
conceSt of the autonomy of art, in the Zay that Alexander *ottlieb Baumgarten 
defined it, and of course, .ant:

It is only in the eighteenth century, in the kind of account develoSed in 
Immanuel .ant¶s Critique of Judgment that Ze find a form of artistic 
evaluation that susSends other evaluative standSoints-say, of utility, 
Solitics or sensory Sleasure-from Zhich the content of a Zork of art may 
be Mudged. .ant does think that aesthetic values, like all values, ultimately 
are in some Zay subordinate to moral values but his characteri]ation of 
the ³disinterested´ nature of the Mudgment of taste caStures that resSonse 
to art Zhich is Sresumably left over Zhen all other evaluative criteria 
are ZithdraZn.�

7herefore, there are three basic categories for establishing the aesthetic 
modernity: culture, art and the theory of art. Culture is, thus, exSerienced as 
an exTuisite exSression of human sSirit and only the elite Sroducts of culture 
become obMects of interest of humanistic sciences that started their establishing 
in the 19th century. (verything that does not belong to exTuisite, high art 
becomes exSerienced as a Sart of SoSular, i.e. mass culture, Zhich is treated 
as less valuable. Such an understanding of culture remains a commonSlace 
of modernistic aSSroaches to the analyses of society and art,  from the right-
oriented theorists such as 0attheZ Arnold and Frank Raymond /eavis, over 
the 0arxist leftist-oriented  folloZers of  Frankfurt School (above everyone 
else 7heodor :. Adorno and 0ax +orkheimer), to .antian-established 
modernistic art criticism of Clement *reenberg and +arold Rosenberg:

7he conceSt of mass society imSlied that on the historical scene ³the 
croZd´ had come  and that the loZering of culture Zas a conseTuence 
of such radical realignment of the Zorld. Parallel Zith the conceSt of 
mass society Zas emergence of the conceSt of mass culture that marked 
the neZ tendency toZards the commerciali]ation and industriali]ation of 
culture Zhose goal Zas the Sroduction of Srofit.7

7he modernistic conceSt of culture is, thus, inseSarable from the civil-
bourgeois conceStion of the autonomous art- Peter Burger, e.g. the conceSt 
of the autonomous art relates to the birth of civil society. :ith the conTuest of 
SoZer of the economically strengthened civility, rises a systematic aesthetics 
as a neZ ShilosoShical disciSline.8

/eft oriented theorists of the Frankfurt School Zill, naturally, reMect such 
(civil) bourgeois conceStion of art on  behalf of the avant-garde exSeriment, 
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but aSart from that, because of the modernistic relations Zith the categories of 
aesthetic formalism and autonomy, they Zill still be acting Zithin the dialectics 
betZeen the high and mass culture (Zith the difference that the masses Zill be 
treated more as a victim and less as a cause of culture¶s decadence).9 :alter 
BenMamin is an exceStion Zho Zill reali]e the critiTue of the civil- bourgeois 
conceSt of culture  through the thesis of reSroducibility of modern mass media� 
he Zill shift the emShasis from the analysis of art obMect to the analysis of the 
receStion of the Zork of art (and, thus, establish modern theories of receStion, 
as Zell as modern theory of media) and at the same time he Zill oSen uS the 
Zay to Sostmodernistic theories that see culture as the overall Srocess of the 
Sroduction of meaning. BenMamin, thus, in his most Tuoted Zork - ³7he :ork 
Of Art In 7he Age Of 0echanical ReSroduction´, makes a key-shift from the 
theory of art in the modern sense, toZards the analysis of the mass-media 
culture in the Sostmodern sense.10

7he modernistic theory of art (the ShilosoShy of art, aesthetics, the history 
of art, art criticism, etc.) is seen, as in the case of aesthetics, as a grouS of 
different ShilosoShical theories that deal Zith the Shenomena of sensory 
exSeriences, i.e. sensory aZareness ³of the facts of nature, of the real and the 
ideally beautiful³, as Zell as Zith art in the most general sense. Aesthetics in 
its traditional form underlines:

(i)the relationshiS toZards art, in the narroZ sense,  the autonomous 
notion and the Saradigm of art, (ii) the sSecific kind of cognition or the 
cognitive abilities(aesthesis), or more Srecise, that Zhat aSSears in an 
extraordinary form that can be Mudged as beautiful (callistic). 7hereby, 
Immanuel .ant in his studies of aesthetics indicates the difference 
betZeen the sensory beautiful and the sensory sublime (the intellectual 
feeling, Geistesgefühl).11

In the case of history of art it is all about constructing the narrative,Zhich 
deals, as its basic task, Zith the Sreservation, classification, chronologi]ation, 
determination of style, authorshiS,  authenticity of obMects, i.e. the Sieces that 
carry the eSithet of Äartistic³. 7he central comSonent of such investigation of 
art is a historical aSSroach that tends toZards the narrative reconstruction of 
the eSoch in Zhich the Zork rises. In the methodological sense, the history 
of art moves from the form analysis, on one hand, to the content analysis, on 
the other hand, Zhereby Sositivism of the 19th century tended toZards the 
absolute obMectivity (in order to get closer to the exactness of natural sciences) 
and the scientific language Surified from any kind of subMectivism, i.e. the 
deSosits of the ideological context. In short, the history of art in its classical, 
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modern form involves a disciSline Zhich deals Zith Ä styles, attribution, dating, 
authentication, rarities, reconstruction, detection of counterfeits, rediscovery of 
forgotten artists, the significance of Saintings, etc³.12 Finally, the Shenomenon 
of art criticism as a kind of Äderivative³ of the history of art imSlies:

7he disciSline that deals Zith the interSretation and evaluation of modern 
art Shenomena, unlike the science of art history that by definition deals 
Zith art from the Srevious historical Seriods, including the one of the 
early modernism. Accordingly, the criticism is considered as the mediator 
betZeen the Zorld of modern art, on one hand, and the Zorld of Sublic, 
toZards Zhich the criticism is directed, on the other hand.13

In any case, the main characteristics of modernistic-based theory (or theories) 
of art are: 1. meta-textual relationshiS betZeen the artistic Sractice on one 
hand, and the artistic theory, on the other,  Zhich actually means that art 
and Zriting about art are tZo comSletely seSarate and indeSendent fields of 
action (art is intuitive, exSressive and sSontaneous, theory is rational, exact 
and interSretative), i.e. the interSretation of art is retrosSective and it comes 
afterZards, after the comSletion of Zork of  art by the artist (the histori]ation 
of art in the history of art, i.e. the aesthetic valori]ation and evaluation in 
the art criticism)� 2. elitist conceSt of culture, Zhich actually means that the 
obMect of theory¶s interest is exclusively art, Zhile mass, SoS-culture and media 
remain beyond its interest (the modern theory of media comes Zith reshaSing 
of modernistic and humanistic centered social sciences)� 3. the analysis of art 
obMect, Siece, text, i.e. Ssychological analysis of authorshiS, Zhile the reciSient 
and audience of the Zork of art mainly remain outside the interest of the artistic 
theory� 4. Sositivism, Zhich means that theory tends toZards allegedly exact 
and obMective scientific interSretation of artistic and cultural Shenomena, i.e. 
toZards a language that Zould  suSSosedly be deSrived of ideological tinges 
and Sarticular interests� 5. essentialism, Zhich means that there is a suSSosed 
universal and generally aSSlicable determination of the Shenomenon of art and 
the Zork of art as an Äextraordinary³ Shenomenon Slaced Zithin and versus 
the Zorld� �. historicism, Zhich means that a Zork of art has been analy]ed, as 
Jauss noticed, due to the sum of its historical conditions,i.e. Zithin  the linear 
historical narrative as a constructed chronology� 7. formalism, Zhich means 
that the Zork of art is vieZed Zithin the comSrehensive history of style and its 
formal aSSearance.14

7he Tuestion is: Zhen did it come to destruction, i.e. deconstruction of such 
monodisciSlinary interSretations of art" 7here are tZo central moments: the 
emergence of avant-garde in the 20th century art and linguistic-constructivist 
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turn in the humanities that occurred in the �0s and the 70s. Both Shenomena 
Zill inÀuence the reMection of essentialist-ontological characteri]ation of art 
and  re-evaluation of modernistic conceStion of culture.

7here are numerous ansZers to the Tuestion in Zhat Zay did avant-garde (i.e. 
the formations of historical avant-garde, neo avant-garde and Sost avant-garde) 
reali]e the critiTue of bourgeois conceStion of culture (Soliti]ation of aesthetic 
sShere, utoSian idea of blend of art and everyday life, artistic exSeriment, 
media interdisciSlinarity, aesthetic of shock, reMection  of the category of artistic 
style and its reSlacement by the category of artistic movement, re-evaluation 
of art  as a social institution, etc).15 +oZever, our interest here is in Zhat Zay 
avant-garde inÀuenced the deconstruction of metalinguistic (metaShysical, 
ontological and essentialist) relationshiS betZeen art, i.e. culture on one 
hand, and theory, on the other, Zhich is a central Sosition of monodisciSlinary 
aSSroaches in the interSretation of art. According to 0iãko âuvaković, there 
are tZo central conceSts of avant-garde that deconstruct the notion of theory 
of art in the modernistic sense: it is the theory of an artist on one hand, i.e. the 
theory in art, on the other.

The theory of an artist imSlies a sSecific form of theoretical Zork and 
reÀexion of art that is thought, Sroduced, Zritten or Serformed not any longer 
by³Srofessional³ Zriters of art (historians, theorists, critics, ShilosoShers) 
Zithin the intellectual division of labor in the Zorld of art, but by artists 
themselves. In other Zords, the theory of an artist is a theoretical Sroduction 
that does not come afterZards, retrosSectively, after the Zork of art is 
comSleted, but it is a theoretical Zork that is Sarallel and simultaneous Zith 
the Sroduction and creation of Zorks of art. 0oreover, it is the theoretical 
Zork that constitutes the intentions of artists and the significance� meaning of 
a concrete artistic Srocedure.

7he theory of art, in general, emerges outside the direct demands of artistic 
creation in sSecific institutions of culture (criticism, sciences about art, 
aesthetics and the ShilosoShy of art, i.e. sSecial disciSlines: Ssychology, 
sociology or semiology of art). 7he theory of an artist, on the other hand, 
emerges Zithin the very artistic Sractice, and it is close to interests, 
intentions, conceSts, meanings and values of production of art ins ide 
the world of art. 7he theory of an artist, as an oSen historical disciSline, 
aSSears at the same time as the theory of art, aesthetics, criticism, and the 
history of art during  the18th century, but unlike them, it is existentially, 
creatively and Soetically related to artistic creation and Sositioning of the 
artistic Zork in culture.1�
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7he idea of the theory of an artist Zill exSeriencethe most significant exSression 
Zithin the formation of historical avant-garde and neo avant-garde, since the 
avant-garde theory of an artist reMects the contextual self-intelligibility of a 
Zork of art, Zhich is a Sart of the idea of the autonomy of art. Contrary to the 
conceSt of the autonomy of art is the avant-garde theory of an artist Serformed 
as an intertextual Sractice, Zhich means that the Zritings of artists and the 
theories of artists are not closed structures, but they are exSosed to inÀuences 
of other discourses and texts.17 In other Zords, the theory of an artist shoZs that 
art is not an isolated and self-involving Shenomenon, but a Srocess, a Sractice 
conditioned by social-historical context, i.e. culture in the most general sense.

The theory in art imSlies, above all, the legacy of conceStual art of the �0s 
and the 70s Zhich in the sSirit of Ädemateriali]ation of art obMect³ reMected the 
Sroduction of art as the creation of finished art obMects (Saintings, sculStures, 
graShics etc.), and reSlaced the category of Zork of art Zith the category of  
ShilosoShical, aesthetic and theoretical discussion.18 In that sense,  Zith the 
aSSearance of conceStualism the status of theory of art has changed: theory 
is no longer a Sart of subseTuent and retrosSective interSretation of finished� 
comSlete Zorks of art (theory as a metalanguage and a secondary interSretation), 
but the creation of theory and the creation of art become a Sart of the uniTue 
and  comSlete Srocess. 7he SroMects of the conceStual artists mostly do not tend 
toZards the Sroduction of art obMects, but they tend to ansZer the Tuestion: 
³Zhat is art"´, and Zhat are the boundaries of art as a social Sractice" InsSired 
Srimarily by /udZig :ittgenstein¶s analytic theory of language, and then by 
the linguistic reversal that Soststructuralism brought, conceStual artists give 
a radically relativistic, an anti-essentialist and a constructivist ansZer: art is 
a form of linguistic, cultural, theoretical, ideological, historical and social 
consensus, i.e. construct. 7his Srocess is minutely exSlained by a conceStual 
artist and a theorist Victor Burgin. Referring to the argumentation of French 
Soststructuralist theory, Burgin considers that conceStual art contributed 
to a definitive delegitimi]ation of modernistic canons of aesthetics and the 
history of art Zhere the idea of the autonomy of art Zas imSlied. Art is in 
the intertextual overlaS Zith the context in Zhich it emerges, i.e. art is not 
a concrete, autonomous obMect, but a form of Sroduction of meaning, i.e. 
discourse. ConceStual art, thus, deals exclusively Zith material Sresentations of 
the discourse of art, and it reMects the existence of the autonomous ontological 
characteri]ation of a Zork of art, i.e. conceStual artists subvert modernistic 
systems of the legitimi]ation of art. At the same time, as it has already been  
mentioned, theory is no longer a Sart of a secondary language in regard to 
the artistic Sractice, a Sart of metanarrative of the ÄobMective³ knoZledge, but 
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rather art and theory have become a relativistic, anti-essentialist and critical 
analysis of culture in the broadest sense.19

7hus conceStualism, Zith its Sractice of theory in art,contributed to reshaSing 
of the conceSts of art and culture: art definitively lost its Srivileged Sosition 
as an autonomous, disinterested conceSt and an elitist Sroduct of human 
sSirit and all because it became Sart of culture in the broadest sense.:hile 
modernism interSrets culture in the context of the oSSosition betZeen 
high and mass culture, Zithin Sostmodernistic key, culture is interSreted 
exclusively as a grouS of signifying social Sractices� in that sense, culture 
is a comSlex system of overlaSSing and confronting  different discursive 
formations. Art has become a Sractice of analysis of a current social context 
Zithin culture seen as a system of language. 7his is a key Sosition that has 
been reached by both conceStual artists and theorists of constructionist 
orientation (Srimarily, French Sost-structuralism, and under its inÀuence, 
someZhat later, British cultural studies): culture is no longer exSerienced as 
a grouS of elite artifacts that give Äessence³ to history in general develoSment 
of human sSirit, i.e. as a civili]ational criteria of the highest order, a guide 
Äthrough the fog of everyday exSeriences and the banality of life³20, but the 
culture is interSreted as discourse.

Discourse is, thus, a central notion of the constructionist-relativistic theory of 
culture, i.e. of structuralist and Sost-structuralist theories:

In the beginning discourse, according to Benveniste, Zas considered as a 
sort of statement Zhere all the signs and traces of exSression Zere Sresent. 
7hen, the discourse imSlied the sSeech Äout of context³, that brought and 
discovered all the characteristics of SoZer, ideology, the nature of carriers 
of the discourse. In that sense, discourse is a sSeech of a social grouS, 
institution or society, thus, Faucault establishes a discursive analysis 
as Äa discussion� debate about techniTues of exSression, interSretation, 
reSresentation of social and historical identities of knoZledge in the 
:estern culture.³ (âuvaković).21

7hat is hoZ monodisciSlinary, essentialist and modernistic founded theory 
of art exSeriences its end and becomes transformed into interdisciSlinary 
theory of culture. Its basic characteristics have become: 1. interdisciSlinarity,  
Zhich means that modern studies of art and media are a comSlex intertextual 
ShilosoShical and theoretical Slatform that has not been aSSlied any longer 
Zithin narroZ disciSlinary frameZork (beauty in aesthetics, art in the history 
of art, mental Srocesses of creation, and receStions in the Ssychology of art, 
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etc.), but the obMect of interest of modern theory of culture is a Zhole range of 
cultural Shenomena that aSSear in the mutual overlaS and Zhich modernism 
saZ as seSarate and autonomous fields of human action (art, literature, music, 
SoS culture, media, fashion, clothes, food, means of mass communication, 
etc)� 2. anti-essentialism, Zhich means that there is no ontological foundation 
of the notion of art, but that art is a social construct, a Sractice, i.e. that in our 
cognition of the Zorld Ze do not Zork Zith the Shenomena themselves, but 
our cognition of the Zorld is alZays mediated by language, i.e. culture� 3. 
anti- Sositivism, Zhich means that there is no absolute ÄobMective³ scientific 
language, but the sSeech alZays contains the relations of SoZer, so that the 
goal of interdisciSlinary theory of culture is a deconstruction of relations of 
SoZer Zithin a concrete historically determined society (these relation can 
refer to class, race, gender, generation, etc.)� 4. a shift in the level of analysis 
from the artistic obMect to the reciSient. 7he receiver, the reciSient of artistic 
and media contents thus becomes a leading category of modern studies of 
culture, art and media.

7his shift from monodisciSlinarity toZards interdisciSlinarity, from essentialism 
toZards constructivism, from the analysis of aesthetic Shenomena toZards the 
theory of receStion is a Srocess through Zhich all the humanistic disciSlines 
Sass: aesthetics as a science about sensory, i.e. beautiful, becomes transformed 
into intertextual theory of culture,22 the history of art becomes transformed 
into so-called Ä neZ art history³,23 and a modern theory of media has been 
established as a scientific disciSline.24 :riting about cultural Shenomena thus 
becomes a comSlex intertextual ÀoZ through sSaces of aesthetics, history of 
art, theory of media, and theory of culture, in the most general sense. 

*erman theorist :olfgang :elsch Zrites about the changes that occurred 
Zithin aesthetics as an autonomous ShilosoShical disciSline. According to 
him, traditional, monodisciSlinary founded aesthetics is an autonomous 
disciSline, that above all deals Zith the notion of beautiful, i.e. Zith the general 
SrinciSles of art. Being such, modernistic aesthetics, desSite some exceStions, 
becomes concentrated exclusively on the Shenomenon of art. Basic lack of 
such  determined disciSline is Srimarily universal(istic) conceSt of art- instead 
of the universal notion, today, Ze can exclusively discuss about the different 
versions and conceSts of art- classic aesthetics, thus, Srimarily overlooking 
the fact that that there is no Äessence of art³. 0onodisciSlnary aesthetics has 
today been overcome, because in modern, consumer societies there occurs 
obvious global deterritoriali]ation and reconfiguration of the aesthetic- the 
notion of the aesthetic is no longer reserved for art exclusively, but for the 
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Zhole everyday life ( body embellishment, creation of media-generated reality, 
etc.). 7oday¶s society is a system of domination of a media-generated image, 
Zhere the difference betZeen reSresentation and simulation  has been lost.25 
Simultaneously, the ocularcentric domination of vision and seeing, Zhich 
is the assumStion uSon Zhich originally aesthetics has been founded since 
+eraclitus (OȡȐțȜİȚĲȠȢ), over /eonardo da Vinci to 0aurice  0erleau Ponty, 
under the inÀuence of media-generated sSectacle, comes to its end- Zithin the 
media-generated society and in media-simulated reality it is no longer Sossible 
to discuss about the hierarchy of senses� in that sense, hearing, e.g.

is being aSSreciated aneZ because of its anti-metaShysical Sroximity 
to the event instead of to Sermanent being, because of its essentially 
social character in contrast to the individualistic execution of vision, 
and because of its link Zith emotional elements in oSSosition to the 
emotionless mastery of Shenomena through vision.2�

7herefore, derealisation of reality, reconfiguration of aisthesis and the Zhole 
neZ system of sensory sensations in modern society of sSectacles (a change 
in SerceStion of aesthetic Shenomena), direct us toZards transformation 
of aesthetics as a disciSline: the neZ aesthetics imSlies the fact of different 
meanings and different contexts Zhere the Shenomenon of the aesthetic occurs 
- from art, over mass media and means of communication, all the Zay to 
everyday life Zithin the contemSorary Sostmodern consumer society. Aisthesis 
has no longer unambiguous, but utterly multivalent meaning that aesthetics 
as a disciSline must take into consideration. 7hus, it comes to overlaSSing 
Zith other disciSlines, and to institutional broadening of the frameZork of 
aesthetics as a science. Its frameZork is no longer exclusively art, esSecially 
because today the idea of the autonomy of art has largely been reMected, and 
art has become an oSen media conceSt, Zhere the Zorks of art have lost their 
contemSlative foundation. In other Zords, the receStion of art is Soliaesthetic, 
and not any longer monoaesthetic, i.e. today it is Sossible to discuss exclusively 
about transdisciSlinary aesthetics:

Finally, Zhat Zill the structure of the disciSline of aesthetics be in the 
Zake of such an exSansion" 0y ansZer is surely not surSrising: its 
structure Zill be transdisciSlinary. I imagine aesthetics being a field of 
research Zhich comSrehends all Tuestions concerning aisthesis Zith 
the inclusion of contributions from ShilosoShy, sociology, art history, 
Ssychology, anthroSology, neurosciences, and so on. Aisthesis forms the 
frameZork of the disciSline. And art is one-but, as imSortant as it might 
be, only one-of its subMects.27
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It comes to similar changes Zithin the history of art that has been transforming 
into so-called neZ art history, or, as asaslo called the imSlosion of 
interdisciSlinarity into this classical disciSline , into Äcritical³, i.e. Äradical³ 
history of art. 7he Shenomenon of the neZ art history emerges during  the 
80s, Zhen methodological basis of the disciSline Zas transformed. 7hose 
transformations include backing aZay from the historical  and formalistic 
aSSroaches toZards  a) 0arxist and Post-0arxist theory of history, Solitics and 
society, b) feministic theory and criticism of Satriarchy and Zoman¶s Sosition 
Zithin historical and current societies, c) Ssychoanalytic, Srimarily, /acanian 
thesis about the visual reSresentation and constitution of the social and sexual 
identity and d) semiologic and structuralistic conceSts and methods in the 
analysis of signs and meanings.28

According to Jonathan +arris, the beginnings of the neZ history of art are 
related to the  theoretic deconstruction of the modernistic notion of the 
autonomy of art and the modernistic conceSt of the elite culture introduced 
by 0arxist and feminist oriented historians of art of the 70s,  such as 7imothy 
James Clark, i.e. Fred Orton and *riselda Pollock. 7hese historians Zill start 
defining the social, materialistically oriented history of art in deconstructionist, 
relativistic and constructivist key:

One of the first rules that have been Tuestioned Zas the rule of leaving 
out Zomen artists from the canons of classical history of art. NoZ then  
folloZed the contextuali]ation of the Zorks of art, as Zell as the issue 
of limitation of the interSretative aSSaratus that Zas excluding the 
analyses of ideological, socio-Solitical, Ssychoanalytic, racial and class 
theories. 7he Srevailing feeling of  the70s Zas the fear that  history of 
art, since its beginnings, had been dominated by a master discourse or 
canon, Zhich, at the same time, had been sSeaking from the Sosition of 
man and SoZer.29

Finally, Sractically in the same Seriod, there comes to establishment of the neZ 
disciSline, related to the modern theory of culture- the interdisciSlinary theory 
of media. 7he theory of media, as a disciSline  started Zith the establishment in 
the �0s, in different methodological fields: the constitutive role Zill certainly be 
Slayed by American theorist 0arshall 0c/uhan Zhose theses Zould overlaS 
Zith the settings of the theorist of communication +arold Innis. 7he second 
Äsource³of modern theory of media is the theory of information that develoSs 
under the inÀuence of cybernetics and the thinkers such as Claude Shannon 
and *regory Bateson. In the end, one should also mention the ShilosoShy of 
symbolic forms of (rnst Cassirer and Susanne .. /anger.
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0edia theory as it is taught in art schools, colleges and universities 
contains three main currents. 7he first emanates from film and 
television studies and cultural studies Zith a focus on visual culture. 
7he second sSrings from literary studies (...) an imSortant third current 
is borne by artists Sroducing machine art, interactive installations and 
netZork art, but also by non-university intellectuals Zho Sractice 
sSeculative media theory.30

+oZever, aSSroaches Zithin modern theory of media can be divided 
into:  general history of media, Srimarily based on the settings of 0arshall 
0c/uhan, Zho Slaces the accent in the analysis not on the content of the 
media message, but on the medium itself (e.g. the reSresentation of reality in 
Sainting is an illusionist reSresentation, Zhile  exclusively material aSSearance 
of the image is Zhat Ze exSerience as a message, a medium� related to this is 
0c/uhan¶s maxima-Ämedium is the message³). In that Zay, the three levels of 
the communicative act, betZeen the reciSient and the medium, are imSortant: 
the level of information (the technical level), the level of symbolic meaning 
(the semantic level), and finally, the social level that imSlies the inÀuence of 
media on forming social relationshiSs.31 0c/uhan, thus, makes the difference 
betZeen different media due to the Tuantity of information that the reciSient 
receives through the communicational act via media: on one hand, there are 
cold media (they demand a certain dose of imagination from the reciSient), and 
on the other hand, there are hot media (they give full, saturated information, by 
bombing the senses of the reciSient, and not demanding his�her imagination).32 
7he next to folloZ is a very imSortant aSSroach Zithin the theory of media, the 
historical, that folloZs the social history of different media and their inÀuence 
on social relationshiSs in a concrete historical moment (e.g. in Zhat Zay the 
develoSment of Zriting had the inÀuence on founding 7he Roman (mSire in 
the old century, or in Zhat Zay the develoSment of mass media had inÀuence 
on the formation of Na]ism in *ermany in 30¶s).33 In the end, Ze can discuss 
about Sractical or aSSlied theory of media Zhich deals Zith concrete media 
forms and their sSecificities (the theory of ShotograShy, the theory of television 
and radio, the theory of neZ media, etc.). Finally, a sSecial segment, esSecially 
Zhen the receStion of artistic and media contents issues are in Tuestion, 
reSresent modern studies of audience that stem from the studies of subcultures 
develoSed Zithin the British cultural studies, over the analyses of fans, the 
gender theories of audience, all the Zay to the theories of virtual communities 
Zithin the interactive sSace of the digital media (cybersSace, internet, video 
games, etc.).34
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THREE SEQUENCES OF SITE-WRITING

A B S T R A C T

7he article is comSrised of three exercises of ³site Zriting´ 
interruSted by theoretical and methodological intermissions. 
7he seTuences take the reader to a toSograShical and exegetical 
Mourney into various images, memory traces and narratives that 
treat reality as raZ material for dreaming. AdoSting architectural 
historian Jane Rendell¶s critical frameZork of site Zriting, the 
article aims at radical sSatiali]ation of the sites through Zhich 
narratives emerge, memories are revisited and Sossibilities for 
the future are suggested. Site Zriting is not Zriting about sSaces, 
but Zriting sSaces, engaging the materiality of the images and 
the Shenomenological encounters Zith them through sSatiality 
and Sositioning of the images. 7hus, images become sites 
through Zhich the narrative unfolds.
7he image-sites that form the three key seTuences include 
the MuxtaSosition of tZo toZns- .ars and *iumry- in 7urkey 
and in Armenia resSectively in a Zay that the images of the 
toZnscaSes neither comment, nor reSeat, but double each other� 
a Mourney through /os Angeles¶ :estin Bonaventure hotel and 
its relationshiS to the body and the landscaSe� and a reading of 
the latent Sossibilities of the material in artist .asSer .ovit]¶s 
landscaSe Saintings and installations.  
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INTRODUCTION

Several months ago I sSent aSSroximately four months trying to reneZ my 
SassSort through the (mbassy of Armenia in Beirut. :hile Zaiting ³before 
the /aZ´ I thought I develoSed a Srofound understanding of the Zay in Zhich 
bureaucracy calls for a radically embodied self. :hile Zaiting ³before the 
/aZ´ to receive my SassSort, not getting ansZers to numerous Shone calls, 
connecting my heartbeat to the dial tone and the anticiSation of a voice on 
the other end of the Shone cord, and my voice changing from trembling 
and Sleading to a forceful baritone, I understood that the abstraction and 
disembodiment of the subMect as it gets inscribed in bureaucratic Tuagmires 
reTuires a radical exaggeration of the body¶s Ssycho-somatic resSonses: it calls 
for a body that exSeriences Sain and Sleasure, a Sulsating anxiety and Mubilant 
Sleasure ³before the /aZ´. 7hus, the administration of the subMect does not 
take Slace at the exSense of the elimination of the body�self, but Srecisely 
through a forceful embodiment.

In .afka¶s Parable ³Before the /aZ´, JoseSh .. sSends a lifetime in front of the 
gate to enter the /aZ, but his entry is reSeatedly Srevented by the gatekeeSer 
Zho has a sharS Sointed nose, a fur coat and a thin, black 7artar¶s beard. As 
JoseSh .. groZs old, he shrinks Zhile the gatekeeSer groZs taller. ³Finally his 
eyesight groZs Zeak, and he does not knoZ Zhether things are really darker 
around him or Zhether his eyes are merely deceiving him. But he recogni]es 
noZ in the darkness an illumination Zhich breaks inextinguishably out of the 
gateZay to the /aZ. NoZ he no longer has much time to live. Before his death 
he gathers in his head all his exSeriences of the entire time uS into one Tuestion 
Zhich he has not yet Sut to the gatekeeSer. +e Zaves to him, since he can no 
longer lift uS his stiffening body. 7he gatekeeSer has to bend Zay doZn to him, 
for the great difference has changed things considerably to the disadvantage of 
the man. ³:hat do you still Zant to knoZ noZ"´ asks the gatekeeSer. ³<ou are 
insatiable.´ ³(veryone strives after the laZ,´ says the man, ³so hoZ is it that in 
these many years no one exceSt me has reTuested entry"´ 7he gatekeeSer sees 
that the man is already dying and, in order to reach his diminishing sense of 
hearing, he shouts at him, ³+ere no one else can gain entry, since this entrance 
Zas assigned only to you. I¶m going noZ to close it.´1

 
As disemSoZering as it might be to Zait at the gate of the /aZ, JoseSh ..¶s 
anticiSation is both a sSatial and a temSoral deferral of the /aZ that might 
oSen uS some Solitical Sossibilities for the constitution of subMectivity. 7his 
temSoral ³before´ maintains the exteriority of the /aZ and constructs it as an 
obMect, against Zhich the time of dZelling Sosits a livability Sossible only for 
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as long as the aSSearance of the /aZ is SostSoned.2 But the /aZ is toSology 
as Zell. It is a locali]able sSace that comes only before and after, but never 
coincides Zith the subMect¶s Sresence. 

:hat interests me here, hoZever, is not so much the Zay in Zhich the abstract 
/aZ renders itself SoZerful because the decaying body of JoseSh ., sSends 
a lifetime at its gate, but the Zay in Zhich the /aZ renders itself visible ± an 
image that never fully materiali]es. As his sight diminishes, /aZ aSSears to 
JoseSh .. as a form, ³an illumination Zhich breaks inextinguishably out of the 
gateZay to the /aZ´3 to Zhich he is denied entry. 7he /aZ is exteriority that 
aSSears as an image, a form, only Zhen one no longer sees. 7he image through 
Zhich the /aZ renders itself visible is in turn governed by a set of conventions. 
Derrida Soses the /aZ as a convention that constructs the narrative as literature, 
and the Zork of interSretation that the reader is engaged Zith. Is the reader 
Sositioned at the gateZay of interSretation" Is s�he in the text or outside or it"4 
I Zould like to extend the Tuestion of interSretation to the reading of images. 
+oZ do Ze recogni]e images" :hat are the conventions that define something 
as an image" +oZ do Ze confront the visual that, according to *eorge Didi-
+uberman, defies the visible, and yet, is not invisible"5  Are Ze inside images, 
outside of them, or do Ze sSend a lifetime on their threshold, neither able to 
leave nor to enter" 

SEQUENCE 1: THE PRECARIOUSNESS OF RECOGNITION

7he (mSire SroMects itself as an image first and foremost through architecture. 
It scars a landscaSe by building uSright standing structures in an attemSt 
to reSroduce the Srovinces in its oZn image. Architecture is a structure of 
edification, but edification embedded in the SroMection of the imSerial SoZer 
marks the other as ultimately not entirely edifiable and as alZays lacking the 
Serfectly uSright Sosture that Zould characteri]e the imSerial subMect SroSer.  
7he (mSire¶s image is both a Shantasm calling for identification Zith it, 
but also an otherness that cannot be comSletely incorSorated in the Ssychic 
economy of the imSerial non-subMect. Architecture simultaneously reÀects 
and Serforms the ambiguity of Shantasmal SroMection, of recognition and 
misrecognition, identification and misidentification, Zith the site from Zhich 
the SoZer emanates.

7he day after the battle is for the administration of things: the 7sar calls 
for his master Slanners, imSorts ornamental motifs that are signifiers of the 
imSerial glory and rushes in cartograShers to redraft the existing maSs. But 

214
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the architectural mirroring of imSerial structures emanating from the center 
onto the Srovinces emerges as a sliSSage, hemorrhage, a bastard child of ³the 
original´, and a distorted image. 7hus the SroMection of the imSerial SoZer as 
an image is a ÀaZed one. In the temSorality through Zhich the image of SoZer 
travels from the center to the Srovinces, Zhat remains of it is merely its shell, 
an ornament that betrays its original mission.  7he architecture of the Srovinces 
reSeats and doubles the imSerial glory, but this uncanny doubling Sroduces an 
abyss, a holloZness that refuses to feed back into the image through Zhich 
SoZer attemSts to render itself visible. If the relationshiS demanded betZeen 
the (mSire and its subMects is one of love and fidelity, architecture is the laZ 
that institutes that bondage. 

7Zo toZns are seSarated by a gorge and a noZ sealed border. I Zas born and 
greZ uS in one, and only heard stories from my grandfather about the other 
from Zhere his Sarents had to escaSe in the early tZentieth century. .ars, a 
toZn in (astern Anatolia Zas of strategic imSortance for the Russian (mSire 
in several consecutive Zars Zith the Ottomans: 1828, 1855 1877 and the :orld 
:ar I. 7he toZn became the center of the governorate of (astern Srovinces 
after the Crimean Zar Zhen the Russian (mSire took hold of it in 1878. 7he 
sSecific architecture of the Srovincial center that develoSed throughout the 
late nineteenth and early tZentieth centuries Zas to house the bureaucratic 
organs of the (mSire in order to administer the daily lives of the Srovincial 
subMects. 7his architecture of black and Sink Sorous tuff, Zhose austere forms 
Zere occasionally Sunctured by delicate Zeld Zork or Zooden ornamentation, 
emerged as the reSlica of nineteenth century Russian imSerial architecture. 
<et, its raZ materiality, its fragile resistance toZards delicate handZork 
because of the Srecarious Sorosity of the stone, betrayed its infidelity to the 
³original´. Nineteenth century ImSerial architecture of 7sarist Russia in turn 
had develoSed as an amalgam of the structure of traditional Russian i]bushka 
(hut) and French Belle Epoque neo-classical elements imSorted by Peter the 
*reat ± that dedicated (uroShile Zho forced his boyars to shave off their 
³barbarian´ beards. 

7hese stone houses often had tZo stories and a Zooden balcony, most of them 
located on the sloSe of the hills and extending toZards the toS. It is these 
hills that define the toSograShy of the toZn. Right after securing .ars as 
its stronghold in (astern Anatolia in 1878, the (mSire brought in architects 
and urban Slanners to transform the southern Slateau of the city into a neZ 
toZn surrounded by Zalls Zith multiSle toZers. A neZ Russian church Zas 
immediately built, together Zith single level sSacious shoSs, most of them Zith 
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black tuff and tin roofs, often Sainted in Zhite or Sink. In official Armenian 
historiograShy one reads: 

7he union of .ars Zith Russia Zas of a maMor Srogressive significance. 
Similar to (astern Armenia¶s earlier unification Zith Russia, this Sart 
of the country also started enMoying Srogress in economy and culture«
/aZ and order Zas instituted, and the inhabitants became exSosed to 
incomSarably higher and more develoSed Russian culture.�

*iumry, the toZn I greZ uS in, is seSarated from .ars Zith a gorge, a river 
and noZ a blockaded border. From the very first day Zhen the Russian trooSs 
marched into the Ararat valley in 1805, they conTuered the toZn from Persia 
and used it as a strategic Soint to occuSy the entire valley as Zell as exSand 
toZards the (ast, the Srovinces of the Ottoman (mSire. 7he Zords of a 
nineteenth century enlightenment Zriter .hachatur Abovian still have ghostly 
reverberations: ³Blessed be the hour Zhen the Russian foot steSSed on the 
Armenian soil.´7 

.ars and *iumry shared an often Tuite mobile SoSulation of Armenians, 
*reeks, JeZs and (]idis, and in many Zays, .ars Zas built as a reSlica of 
*iumry. After the Russian conTuest, the city Zas named AlexadraSol after 
Alexander II. It is here that most of the SoSulation of .ars emigrated to 
betZeen 1915-1920, during the massacres carried out by the Ottomans.

As I greZ uS in *iumry, I Zitnessed its many layers (the Russian, the Soviet, 
the Sost-Soviet) converging and clashing, as if it Zas a battle of various Sasts 
enacted uSon architecture. +oZever, this symbolic battle Zas not merely one 
betZeen various ideologies of the Sast and ideals for the future. A natural 

Image 1. .ars, 7urkey. PhotograSh by Angela +arutyunyan. Image 2. *iumry, Armenia. PhotograSh by Aras O]gun, 2009.
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disaster in 1988 came to the aid in this symbolic battle by erasing much of the 
Soviet landscaSe and exSosing the nineteenth century 7sarist toZnscaSe in its 
nakedness. But I never susSected that *iumry had its uncanny double until I 
arrived to .ars in 200�. And it Zas not the childhood stories of my grandfather 
than I had already filtered through a critical distance and disidentification, but 
the very materiality of the city that arrested me, before I could even enter 
into its semiotic structure. 7he familiarity of the Slace Zas not based on 
associations triggered through the emSirically constructed sSace that go along 
the lines of ³this reminds me of«´, but the horror of the double (Image 1 and 
2). In Freud¶s sense, the uncanny is an aesthetic notion, a notion that Sertains 
to the ³Tuality of feelings´ triggered by the Tuality of things. +e says that 
³7he µuncanny¶ is that class of the terrifying Zhich leads back to something 
long knoZn to us, once very familiar´ (heimlich). But the familiar is stretched 
to such an extent that it ambiguously reaches its oSSosite ± the unheimlich in 
Zhich ³the Srefix -un is the token of reSression.´8  

7he doubling of the tZo toZns not only in the sense of architectural sameness, 
but also the exactitude of their afterlife creates double ghosts: the ghost of the 
emSirical reSetition and the ghostly reSetition of this ghost in the afterlives of 
the tZo toZns. But the uncanny is also Srofoundly connected to narcissism in 
that the doubling sSrings from self-love, from the desire to SroMect oneself to 
eternity (afterlife, soul, ghost, etc.). 7he SoZer of the (mSire renders itself as 
a Shantasmagoric image through architectural doubling, a narcissus absorbed 
by its oZn image in a SerSetual Sresent that demands love and fidelity from its 
subMugated others. But the ambiguity Zith doubles, as Freud has been telling 
us, is that they turn from reassurances of eternity (ghosts, souls) to the ghastly 
harbingers of death.

Intermission

In ³<ou 7ell 0e´ architectural historian Jane Rendell offers ³site-Zriting´, a 
sSatial narrative constructed through toSograShical fiction and existing visual 
codes Zithin a sSace informed by subMective exSeriences.9 But the sSace 
itself is never a given but comes into being through the embodied exSerience. 
Site-Zriting is not Zriting about sSaces but Zriting sSaces, engaging Zith 
images through their oZn intrinsic materiality and sSatial Sositioning. It is 
not an ekShrasis, but an exegesis that oSens the images to the Sossibility of 
seeing and un-knoZing and knoZing and un-seeing. (xegesis does not form 
a discourse that invents the obMect in its oZn image, but if need be, resigns 
before the image that exceeds both the interSretation and its oZn materiality. 
7he toSograShy of the image is not the toSograShy of our emSirical sSace. 
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It is dreamlike toSograShy in Zhich various sSatialities and temSoralities 
converge, overlaS and clash. It is a dreamZork in a Freudian sense, understood 
as a condensed sSace�time in Zhich ³sheds >are@ Sut together´. 7he sSace of 
the image and the sSace of the dreamZork collide in yet another sense: they 
both offer visual intensity that is comSrised of contradictory, clashing and 
overlaSSing comSosites, and yet take the referent as a material for the dream�
image Zork.

SEQUENCE 2: THE SPACE UNDONE

PoZer demands its material suSSort. 7he reÀective surfaces of skyscraSers 
conceal their structure and materiality Zith the Sromise of infinite virtuali]ation. 
7heir substance aSSears as nothing but their oZn aSSearance, the surface that 
reÀects the surrounding Zith the effect of infinite regression and mirroring. As 
a hall of mirrors it SroMects a sublime Sresence of effortlessness. 7he skyscraSer 
is a myth of a historic necessity and a natural order of things, tZo sides of 
the same coin. 7he Sostmodern skyscraSer SroMects itself onto other surfaces 
Zhile being constituted by these surfaces as a holograSh, a Sure transSarency 
of instant materiali]ation and de-materiali]ation. 7he skyscraSer is connected 
Zith other structures through bridges and underSasses, it is a Sure netZork that 
eSitomi]es the netZorked structure of the only Sertinent ideology of our times: 
that of the global financial system. 
 
I arrive to :estin Bonaventure hotel doZntoZn /os Angeles, and enter the 
labyrinthine ma]e of the lobby through a half-concealed and lateral entrance 
on Figueroa street that Srovides a closure to the hotel rather than an oSening. 
7he lobby seems to Srovide the only foundation uSon Zhich the four disMointed 
glass toZers hover, susSended betZeen the ground and the sky (Image 3). 7he 

Image 3-4. :estin Bonaventure +otel, /os Angeles. PhotograSh by Angela +arutyunyan, 2012.
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lobby is also the only Zalkable sSace in the entire structure Zhere otherZise 
disMointed Sarts are connected through do]ens of elevators and escalators. One 
can go uS in an elevator in each of the four disconnected toZers that sSring uS 
from the atrium. In an attemSt to restore the coordinates of bodily orientation, 
each toZer has its oZn coded color to guide the visitor to hotel rooms. (ach 
toZer has one and a single referent: /os Angeles itself Zith its sSraZling 
netZork structure (Image 4). 

(ach and every time I am comSelled to document my Mourney to the tZenty 
forth Àoor and back to the ground Àoor lobby. (ach Mourney is different since 
the elevator Zill stoS on different Àoors to carry other guests, thus the rhythm 
of the video Zill change uSon these stoSSages. In addition, there are at least 
tZenty Sossibilities to make different videos from various vantage Soints and 
angles. 7he Mourney consists of tZo Sarts: firstly the elevator shoots through 
the ceiling of the enclosed atrium in Zhat seems to be a much faster Sace 
because of the closeness of the Zalls and other structural elements to the glass 
shell of the elevator. 7he Sace of the Mourney seems sloZer and the Sosition 
of the onlooker becomes SanoStical once one leaves the ³/oZer Circle´ (in 
Dante¶s sense) of the material structure and aSSears susSended betZeen the 
ground and the sky, surrounded by the sSraZling city. 7he doZnZard Mourney 
is more dramatic, and reverses the dialectic betZeen oSenness and closure: 
the Mourney culminating in the ³inferno´ of the hotel lobby Zith the elevator 
literally sSlashing into the artificial lake. 

I am constantly in the image, the image that SroMects its glittery surface as a 
Shantasmagoric sSace of inclusion, yet excludes those Zho inhabit the other 
side of doZntoZn /os Angeles ± the homeless, the drug addicts, alcoholics, 
former inmates, drag Tueens, Zho dZell under the bridges and in the riverbed. 
<et, Zhile in the image, I Zant to externali]e it, to sSlit myself from it and to 
regain my body that has been violently turned into a reÀection. It has been 
deSrived of its caSacity to move freely and is being carried through automated 
devices such as elevators and escalators. Or rather, I Zant to eMect myself out 
of the image by Sutting the burden of seeing on the camera�eye. 
 
:hile I am betZeen the visual traS I submitted myself to and the critical 
distance I force myself to inhabit, I recall Fredric Jameson¶s SaragraShs on 
:estin Bonaventure. For, Jameson locates a radical ruSture Zith modernist 
architecture that inhabits the surrounding cityscaSe Zith its utoSian Sromise as 
a disMunctive SroSosition for a different aesthetics of living than the surrounding 
environment can accommodate in the Sresent. Instead, John Portman¶s 1977 
building ³seeks to sSeak >the@ very language >of its surrounding environment@, 
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its lexicon and syntax´, and acts as a ³SoSulist insertion into the city fabric«
As a total sSace, it corresSonds to a neZ collective Sractice « something like 
the Sractice of a neZ and historically original kind of hySer-croZd.´10

7he escalators and elevators that occuSy a sSecial Slace in Jameson¶s 
descriStion as Zell as in Portman¶s architecture, eSitomi]e Zhat Jameson calls 
³a dialectical heightening´ of the Srocess of narrativisation of architecture that 
the visitors have to fulfill. +e continues: ³It seems to me that not only do the 
escalators and elevators here henceforth reSlace movement, but also and above 
all designate themselves as neZ reÀexive signs and emblems of movement 
SroSer... +ere the narrative stroll has been underscored, symboli]ed, reified and 
reSlaced by a transSortation machine Zhich becomes the allegorical signifier 
of that older Sromenade Ze are no longer alloZed to conduct on our oZn. 7his 
is a dialectical intensification of the autoreferentiality of all modern culture, 
Zhich tends to turn uSon itself and designate its oZn cultural Sroduction as its 
content.´11

Jameson¶s SrinciSle Soint is that in Sostmodern architecture, as it is eSitomi]ed 
in Portman¶s iconic building, the body is forced into heightened mobility 
alongside Zith the infinite mobility of other signs and semiotic systems that 
define the sSace, but the traMectories and Sace of this movement are alZays 
already Srescribed by automated devices that carry the body. It is no longer the 
body that organi]es its oZn SerceStual sSace and maSs itself onto it. It is noZ 
the sSace that carries the body through and Zithin it and ³maSs cognitively 
>the body¶s@ Sosition in a maSSable external Zorld.´12 7he imSlications of 
this disMoining are much more Srofound than simSly the relationshiS betZeen 
the body and the built environment. :hat is at stake is a Sroduction of the 
subMectivity Zithin this neZly netZorked hySersSace and Zhich reÀects ³the 
incaSacity of our minds, at least at Sresent, to maS the great global, multinational 
and decentered communicational netZork in Zhich Ze find ourselves caught 
as individual subMects.´13

Intermission

7he toSograShical aSSroach to images as material sites demands that the site-
Zriter investigates the Sosition s�he occuSies in relation to images, the locations 
these images are inscribed in and refer to and the sSatial issues they raise, not 
only conceStually and ideologically, but also materially and emotionally, in 
order to Zrite texts that locate the sSatial themes triggered by an encounter 
Zith images in Zritten form.14 Not only the beholder, the Zriter Sositions 
herself and her body in relation to images, but the Zay images are encountered 
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becomes significant. It is almost like the obMective chance of the surrealists: a 
détournement of discovering the marvelous: a Sredetermined contingency that 
cannot haSSen otherZise but at the same does not have to haSSen. According 
to Jane Rendell, site-Zriting or toSograShy is a constant move back and forth, 
betZeen the inside and the outside ± the images Zith Zhich the Zriter engages 
invite her inside but also define her as alZays external.15

:riting images as sites is to enter into a labyrinthine ma]e Zhere the narratives 
are Slaced inside one another, and Zhere one is to get lost. Site-Zriting defies 
the art historical search for the truth of the referent and resemblance, and by-
Sasses the architectural and temSoral coordinates of the mausoleum (museum) 
in Zhich images are fixed and the sSace is Sre-configured. 7he domain of the 
images is the rein of the 0inotaur that traSs the one attemSting to enter the 
ma]e of interlacing sSatialities. +ere I am not offering a reading of images 
that Srovides a rational exSlanation of their iconograShy, catalogues stylistic 
references or attemSts to locate factual truths, but I am SroSosing to sSend a 
lifetime before artistic images, the Zay in Zhich JoseSh .. sSent a lifetime 
before the /aZ. But instead of a lifetime sSent, I am SroSosing an exegesis 
that oSens uS the images to a multiSlicity of meanings but also, toZards the 
imSossibility of knoZing that defies the myth of their omni-translatability.1�

SEQUENCE 3: EFFACING TRACES OF LABOR 

Narrative Sainting has been one of the greatest causalities of the tZentieth 
century. First it Zas overcome by modernism as a vestige of the Ancien 
Regime for the sake of Sainting¶s triumShant reduction to the Shysicality of 
the medium as the culmination of its teleological evolvement. 7hen it Zas 
deconstructed by Sostmodernism because of its ideological connotations, and 
has rarely marked a comeback under Sost-medium conditions. 

In her recent book Under Blue Cup art historian Rosalind .rauss attemSts to 
salvage the medium as technical suSSort by those Sractitioners Zho re-invent it in 
the Sost-medium oblivion brought about by installation art and the institutional 
critiTue of the Zhite cube. Several years ago .rauss underZent extensive 
mnemonic theraSy to re-learn to connect signs Zith signifiers after aneurysm 
± a condition Zhen ³an exSloded artery launches a cataract into the brain 
disconnecting synaSsis and Zashing the neurons aZay.´17 7aking this recovery 
as a metaShor, she argues for the memory of the medium is a set of rules, a 
unified discourse for a given Seriod that is both recalled and reinvented. Unlike 
the *reenbergian formalist reductionism of the medium to the Shysicality of its 
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suSSort, .rauss asks the Tuestion of the ³Zho you are´ of the medium in terms 
of technical suSSort. ³I am substituting µtechnical suSSort¶ for the traditional 
idea of the medium« technical suSSorts are generally borroZed from mass 
cultural forms like animated films, automobiles, investigative Mournalism, or 
movies ± hence, µtechnical¶ reSlace the µartis anal¶ materials of the guilds.´18 
.rauss¶ ³knights of the medium´ include (d Rusha Zhose technical suSSorts 
are automobiles, :illiam .entrige Zhose ³elaboration of animation by means 
of Sainstaking erasure´ recalls the memory of the medium, and +aroun Farocki 
Zho ³foregrounds the video¶s editing bench´, amongst others.19 Ultimately, 
.rauss strives to salvage the visual from its obliteration by those Sractices 
that harness a fundamental distrust toZards the ontology of the medium. If 
the technical suSSort is the ³discursive unity´ of a given eSoch, the Zay in 
Zhich the checkered board served as a suSSort (in the sense of Sroviding a set 
of rules) for the Renaissance linear SersSective, can landscaSe become such a 
suSSort for narrative Sainting in the Sost-medium condition" Can the narrative 
be told through the very materials that it inhabits" 

Artist .asSer .ovit]¶ Zorks consistently Zeave a single narrative. +oZever, 
this is a narrative that has a multiSlicity of Saths and a variety of stories 
deSending on Zhich Sath the beholder takes. It is as in a fairy tale Zhere the 
Srotagonist faces several Saths and has to choose only one based on Sure 
chance or intuition. +ere a rational choice is of no helS, but the Saths chosen 
are those that lead to a manifest destiny. .ovit]¶s landscaSe Saintings and 
three-dimensional Zorks that suSSort these narratives, hoZever, are not about 
a story, but they are a story. One could call them ³surviving images´ that carry 
the memory of the medium, and yet re-invent it Zith their latency and tenacity.  
7he various narrative Saths that one takes in these landscaSes are trails in 
dense forests, footSrints on ice lakes, tracks in abandoned gardens and roads 

Image 5. .asSer .ovit], Ice +ouse. Still 
from the video. Nova Scotia, Canada, 2010. 
Courtesy of the Artist

Image 6. .asSer .ovit], Common Prayers - eucharist >Bu]]ard Roost� /ake *reen-
Zood SC@, Sencil on discarded under-bed, 2000. Courtesy of the Artist.
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in villages trodden by those Zho Sursue manifest destiny, or no one at all.  
In Icehouse of 2010, the landscaSe literally becomes a suSSort structure that 
sustains the Sencil draZings graShed on the Zall during .ovit]¶s tZo-Zeek 
stay in a trailer on an icy lake in Canada, but also literally bears the artist¶s life 
suSSorts ± the ice house and his body (Image 5). +ere the relationshiS betZeen 
.ovit] and the landscaSe is one of trust. But the danger of trust and the danger 
of medium sSecificity are, as Stanley Cavell tells us, inherent in the exSerience 
of art and the exSerience of inhabiting the Sresent.20

.ovit]¶s landscaSes of memory are Sunctured or ]iSSed through by an intrinsic 
element that is eMected out of the landscaSe, yet belongs to it. 7he tension 
betZeen a seeming harmony and its disturbance, the serenity of landscaSes and 
the traces of violence and history ³contaminating´ them is articulated at the 
level of the materials and forms.  7hese landscaSes have been violated doubly: 
being turned into a Àat image through mechanical reSroduction (he alZays 
takes a Sostcard or a ShotograSh as a starting Soint), they are consigned to the 
nomadic life of exchangeable signs, but they also bear traces of the desire for 
conTuest. Nevertheless, there is no original innocence that they can regain.

7he series Common Prayers is based on an old Sostcard of Bu]]ard Roost� 
/ake *reenZood in South Carolina. :hat comes first is Common Prayers-
(ucharist of 2001 ± a Sencil draZing on a dirty under-bed (Image �). +ere the 
fragile outlines of the landscaSe graShed Zith Sencil on a discarded under-bed 
are Sunctured by stains embedded Zithin the material. 7hese outlines carry the 
memory of the stain, yet they reinvent the medium through their accidental 
character. 7he artist exSlains that he thought of the Zork as the ³tabula rasa´ 
that ³land-takers´ (in this case Puritans) hoSed to find. ³(ucharist´ is referred 
to in its ancient *reek meaning of ³7hanks *iving´, but also as a religious 

Image 7. .asSer .ovit], Common Prayers - all the friends I ever had are gone 
>Bu]]ard Roost� /ake *reenZood SC@, cutout Sre-formed Solyethylene Sond, 2001. 
Courtesy of the Artist.
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term for the most significant magical transformation around Zhich the rite of 
a mass is centered.21 But this tabula rasa revokes the abMect as it has been 
already stained by those sleeSing on the under-bed. 7his is folloZed by 
Common Prayers: Recreation, Zhich is a failed attemSt at reconstructing the 
landscaSe in its three-dimensionality. 7he final Siece in the series Common 
Prayers ± All the Friends I (ver +ad Are *one (Image 7) transfers the outlines 
of the landscaSe on cutout-Sreformed Solyethylene that forms a Sond. 7he 
matter contained Zithin the curvilinear frame becomes a negative image of 
the ShotograSh of the original landscaSe. 7he Sond is Sunctured by a hole 
that serves as the Sunctum of the image, belonging to it, yet creating a caesura 
Zithin the still recogni]able form of the landscaSe. 

As yet another attemSt at recreating the landscaSe in its three dimensions, the 
Zork moves further aZay from the found Sost-card. 7he landscaSe is rather no 
longer reSresented, but becomes a technical suSSort that Srecariously holds the 
forms together. .ovit] claims that there is an obviousness that signifies a state 
for him, Zhere the closer one gets to recreation the further one gets aZay from 
it at the same time. +e Tuotes the Soet PhiliS /arkin Zho, Zhen ansZering 
the Tuestion ³:hat have you learned from other Soets"´ in an intervieZ for 
the  1982 Paris RevieZ, reSlies: ³NO7 7O B( AFRAID OF 7+( OBVIOUS.´ 
.ovit] further states: ³0erriam :ebster has ³obvious´ as: 1) archaic: being in 
the Zay or in front, and only 2) easily discovered, seen, or understood. I keSt 
and keeS revisiting this Soetic scare in my Zork and it holds a fascination for 
me, but also comes Zith a sense of dread, of utter deSarture, of reaching an end 
and feeling the cold of utter loneliness.´22

In Neversink (2011) the landscaSe of Neversink Dam in NeZ <ork goes 
through a multiSlicity of dimensional transformations in such a Zay that it 

Image 8. .asSer .ovit], Neversink, ò´ cold ± rolled steel SiSe, /ength: 42¶ 9´, 13m 29cm, :idth: 13¶ 4´, 4m 
7cm +ight: 8´ 4´, 2m 54cm, 2011. Courtesy of the Artist.

Image 9. .asSer .ovit], 
Rate <our Progress, Schoharie, 
NeZ <ork, 2009. Courtesy of 
the Artist.
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no longer reSroduces the Cartesian coordinates even in its three-dimensional 
sSatiali]ation. .ovit] chooses a Sostcard of the Dam (the sSace rendered as 
a reSroducible tZo-dimensional image), then transfers the outlines of the 
landscaSe back onto the third dimension. +oZever, this double translation 
betrays the actual landscaSe as a referent since the Zork that emerges is a ma]e 
of discreet lines, a result of ³tracing´ (both in a sense of technicality and as a 
trace) that enveloSes the vieZer¶s body (Image 8). 7he doubly transformed 
three-dimensionality aSSears as strange, vertiginous and da]]ling since it both 
Sromises reconstitution of the familiar sSatial coordinates but then ZithdraZs 
that Sromise. 7he rigid frame suSSosed to Srovide a suSSort structure, a 
grounding to regain the Cartesian coordinates, clashes Zith the intensity of the 
moving lines, the lines that run through the unyielding outlines as its electrified 
nervous system. 

Rate <our Progress (2009) is based on a reSroduced image of a Mungle in 
Vietnam cleared due to a fallen bomb (Image 9). 7he forest that Zould 
otherZise see no light becomes an index in the three-dimensional rendering 
of the image Zhere the referent collaSses. :hat is left is the exSerience of the 
Slace� an exSerience that has not been lived. 7he six constructed Zalls cannot 
contain matter violently Suncturing the Zalls and aggressively threatening the 
vieZer¶s entry. 

.ovit] uses Sost-Sainterly materials to make Saintings: fox¶s urine, bear scat, 
Sine saS and coffee, amongst others. But these materials carry the traces of 
narratives in them, or rather� they are Zhat I Zould call Saradox-materials 
since they Soint to a referent that has escaSed (Image 10). 7hey function as 
indexes Sointing to a story that has disaSSeared, as if from a crime scene. +ere 
the story is not to be found behind the Sainting, but in the oSacity of materials, 

Image 10. .asSer .ovit], Parime >Ponce de /eon@, 
oxblood on SaSer 29 5�8Ǝ x 22 11�1�Ǝ, 75.2 x 57.�cm, 2010. 
Courtesy of the Artist.

Image 11. .asSer .ovit], No 
title� coyote urine� 2008� 9 1�2Ǝ x12 
3�8, 2009. Courtesy of the Artist.
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as visually transSarent as these might seem. 7he Sromise of the transSarency 
of the sign as Sroviding a key to decoding the Sainting runs against the oSaTue 
materiality of the image. But often, the Saradox-materiality of the landscaSe 
(as a technical suSSort) through its thickness, but also elusiveness conceals 
the image from immediate visibility. 7hus, the beholder is to Sull the image 
out of its latency so that it enters the domain of the visual. 7his visuality in 
turn is haStic in that the vieZer¶s body�brain is activated in the Srocess of the 
materiali]ation of the image by Sulling it out of its latency (Image 11). 7he 
landscaSe as technical suSSort holds the Srecariousness of the image that is yet 
to materiali]e but at the same time is on the verge of collaSse. 7his reTuires that 
the vieZer gets closer to the Sainting to Senetrate its materiality. 7he vieZer is 
comSelled to visually croS and cut it, to exercise violence over it, the violence 
of the ga]e that has a caSacity to frame that Zhich has been already Sre-framed. 
<et, the intrusive order of the ga]e surgically intervenes into the very matter of 
Zhat Sromises a coherent and instantaneous visual consumStion. 7he vieZing 
subMect, in turn, is sSlit betZeen the desire to comSrehend the Zhole and the 
need to break it aSart. 7his is the long duree of the image, its temSorality 
exceeding the Shysicality of its medium.
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